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ABSTRACT 
The purpose of this investigation was to establish an understanding of the role that 
a cappella ensemble singing plays in the musical development of undergraduate ensemble 
singers based on the perspective of students, music teachers of three to five years 
experience, and faculty directors from four-year colleges and universities geographically 
located within the American Choral Directors Association (ACDA) Eastern Division, 
including the six New England states plus Delaware, Maryland, New Jersey, New York, 
and Pennsylvania. Research questions asked: In what ways is a cappella ensemble 
singing perceived to contribute to the musical development of college student musicians? 
Are there measureable differences in the perceived benefits of traditional and 
contemporary genres of a cappella ensemble singing between undergraduate students and 
faculty directors? Findings suggested that benefit exists in both traditional and 
contemporary a cappella ensemble singing. 
Descriptive research was employed in an exploratory, mixed-methods design as 
described by Creswell and Plano (2007). Phase one consisted of 18 face-to-face, open-
Vll 
ended, semi-structured interviews, five observations, and three student focus-groups. 
Broad themes emerged, including ensemble experience, genre, hearing and precision, 
personal attributes, promotion and support, vocal technique, reflecting increased 
proficiency in intonation, sight singing, tonal memory, rhythmic precision, musical 
expressivity, vocal range and flexibility, and increased confidence and sense of 
responsibility. A Web-based survey, consisting of questions informed by the qualitative 
research, comprised the second phase, comparing the perceptions of students (n = 59) 
and faculty directors (n = 11) on the benefits ofboth traditional and contemporary a 
cappella ensemble singing. Mann-Whitney U and Wilcoxon Signed Ranks Tests were 
employed to test ordinal data for statistical differences between and within groups 
relative to traditional and contemporary a cappella ensemble singing. Statistical 
differences (p < . 05) were found between the responses of students and faculty directors 
in musical expressivity, vocal range and flexibility (contemporary), and in attitudes 
regarding the importance of contemporary a cappella ensemble singing for music 
education students. Statistical differences emerged among student responses regarding 
intonation, sight singing, musical expressivity, rhythmic precision, independence, level of 
challenge, commitment, and among faculty directors regarding the importance of the 
contemporary genre for music education majors. 
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CHAPTER ONE 
Individual Perception: 
Toward an Understanding of the Benefits of A Cappella Ensemble Singing 
Singing a cappella music presents both logistical challenges and developmental 
opportunities to those engaged in collegiate vocal ensembles. With its transparent 
textures and exposed tuning, a cappella has often been employed by directors as a tool for 
improving the overall accuracy and responsiveness of the group. In a national survey on 
the uses of a cappella singing by collegiate choirs, Bullock ( 1991) found that the majority 
of choral directors acknowledged the importance of using a cappella singing in rehearsal, 
and felt that performing a cappella choral music is " ... essential to the musical 
development of the choir" (p. 113). Authors have long endorsed incorporating a cappella 
into rehearsal techniques in recognition of its benefits regarding intonation, inner hearing, 
and rhythmic synchronization (Christiansen, 1916; Wilson, 1959; Van Camp, 1965; 
Jordan and Shenenberger, (2005); Emmons & Chase, 2006). 
A cappella, a term meaning in the chapel style (Oxford, 2010) has come to 
represent a mode of singing that is not accompanied by instruments. During the early 
decades of the twentieth century, college music curriculums in the United States 
experienced a proliferation of choral ensemble singing that was dedicated to the 
performance of unaccompanied music - that which became known as the "a cappella 
era." A cappella singing had appeared in choral ensembles prior to this time, amidst a 
stylistic mix of accompanied repertoire. The Harvard Glee Club, for example, sang 
popular operetta and show tunes, college songs, and folk songs on programs that also 
1 
included banjo and mandolin ensembles (see Webpage, "History of the Harvard Glee 
Club," 2013). During the a cappella era, however, many groups drew from a largely 
different palate of repertoire including Renaissance octavos, contemporary art music, and 
were referred to as "a cappella choirs." These ensembles tended to be from small, 
religious institutions; performed only unaccompanied music, most of which was sacred; 
sang mainly from memory; continued to sing the same music all year; and concluded 
each season with a concert tour (Van Camp, 1965). According to Van Camp, the earliest 
a cappella choirs were those from Northwestern University, under the direction of Peter 
Lutkin; St. Olaf College, directed by F. Melius Christianson; and Westminster Choir 
School, led by John Finley Williamson. Despite their eventual decline in popularity as 
described by Van Camp, by the middle of the twentieth century, the influences ofthese 
ensembles and of the a cappella era on choral music education at the collegiate level 
lasted throughout the remaining decades and to the present day. A cappella singing has 
come to represent the essence of that which can be achieved through attention to detail 
and thorough, diligent preparation. Choral methodologists have described the 
contributions of a cappella singing on the development of the ensemble to include 
improved listening between ensemble sections (Garretson, 1998), intonation (Gordon, 
1977, Emmons & Chase, 2006), balance and blend (Wilson, 1959), and rehearsal 
techniques (Swan, 1988, Phillips, 2004). 
Popular music ensembles also flourished on college campuses at the time of the a 
cappella era and during subsequent decades up to the present time. Possibly the most 
notable and oldest collegiate ensembles dedicated to popular music is the Yale 
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Whiffenpoofs, which began in 1909 as a quintet that met weekly at Mory's Temple Bar 
to improvise renditions of popular songs that they loved to sing. All five singers also sang 
in the Yale Glee Club; four were members of the Varsity Quartet (see Webpage, "About 
the Whiffenpoofs," 2012). Currently, the size ofthe Whiffenpoofs ensemble remains at 
fourteen male members. Collegiate popular singing ensembles similar in size and style to 
the Whiffenpoofs have endured on other college campuses, as well; however, as with the 
Whiffenpoofs, these have tended to exist outside of the borders of music curriculums. 
There may have been several possible contributors to this phenomenon, which will be 
discussed in further detail in the next chapter. It is interesting to note, however, that the 
style of popular music in higher education has had an uphill climb throughout the 
twentieth century and continues the journey into the present time. The stylistic orientation 
of higher education music curricula in the United States has been biased predominantly 
toward Western-European art music (Wicks, 1998). 
The last decades of the twentieth century saw a second stream of a cappella 
ensemble-singing burst onto college campuses. Groups in this genre represented a new 
style of unaccompanied singing that drew from a rich heritage of popular music 
performance, emulating vocal and instrumental sounds of radio pop and rock songs, with 
the sole use of voices. As with many other popular music ensembles, these groups have 
existed largely outside of the music curriculum. One of the first ensembles to sing in the 
new style was the Beelzebubs of Tufts University. Deke Sharon, member and arranger 
took the group in a new direction in the late 1980s by expanding the repertoire that vocal 
groups could accomplish. Sharon also worked to institutionalize this genre by 
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establishing the College A Cappella Newsletter in 1990 and the Contemporary A 
Cappella Society of America (CASA) where group members and fans could fmd out 
about performance opportunities, competitions or to discuss recent recordings of 
contemporary a cappella. 
Theoretical Framework 
The current research has been viewed through two similar aspects of a common 
lens, one with its roots in philosophy and the other psychological in nature. Both 
perspectives count perception and experience among their key principles. Philosophical 
considerations of perception typically have centered on the interaction between the 
perceiver and what is perceived- the individual in relation to her/his world. That 
relationship has either been one of passivity or intention; direct connection or 
representation; active engagement or cerebral exercise, depending on one's philosophical 
perspective. Phenomenologists have brought to the discussion the notion of intentional, 
direct, and active engagement in experiencing one's world (Smith, 2013). It is, in part, 
through this lens, specifically pertaining to the philosophical interpretations of Heidegger 
and Merleau-Ponty, that I have viewed the current research. Singing in an ensemble that 
rehearses and performs a cappella music brings with it an opportunity to engage with the 
world in a way that is active, direct and intentional. 
Constructivist learning theory serves as the second and psychological aspect of 
the lens through which this investigation has been viewed. Our perceptions play an 
important role in our learning, according to constructivist learning theory (Twomey 
Fosnot & Perry, 2005). How we learn is predicated on our individual experiences and the 
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meanings that come from those experiences. The writings of Piaget in the last fifteen 
years of his life suggested that learning is an adaptive exercise related to our evolution 
(Piaget, 1977a). Consideration ofthe evolutionary process certainly extends beyond the 
reach of this investigation; however, relevant to this inquiry is the examination ofthe 
experiences that students had encountered within the context of their musical training 
environment, whether that environment be the formal curricular vocal ensemble or the 
contemporary collegiate a cappella group. The perceptions of students, faculty directors, 
and graduates are important in identifying the developmental benefits of a cappella 
singing. What follows is a discussion of the ways in which perception has been 
considered from a phenomenological perspective according to philosophers Heidegger 
and Merleau-Ponty, and from the constructivist point of view based on the writings of 
Piaget and Vygotsky. As a backdrop to the phenomenological view ofHeidegger and 
Merleau-Ponty, I have discussed the major tenets of two other phenomenologists, 
Brentano and Husserl; have considered two other points in history, including ancient 
Greece and the early modem period; and have briefly reviewed the principles of direct 
and indirect realism. It should be noted that although the philosophical perspective is 
reflected in this document, the current research design does not conform to the 
procedures commonly associated with phenomenological research as outlined by 
Creswell (2009), and has not been conceived as an inquiry of this type. As part of the 
discussion related to constructivism, I have discussed the notion that meaning is a 
construct of the individual based on their perceptions within a given experience. Student 
meanings that are revealed in chapters four and five with regard to a cappella ensemble 
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singing have been considered with the understanding that these meanings were 
constructed by each individual within the context of her/his experiences. 
Perception in context. Direct or "naive realism" includes a passive sensory 
relationship between the subject and object (Bonjour, 2007). As the title suggests, these 
objects are real, according to this view, and they do exist in the world independently of 
the perceiver's interpretation. The direct realist believes that physical objects are 
" ... directly or immediately perceived in a way that avoids the need for any sort of 
justificatory inference from sensory experience to physical reality" (see Section 1). For 
example, the color of grass is green regardless of whether who, if anyone, views it. The 
problem with direct realism is that it does not take into account different interpretations 
of the object related to who is doing the perceiving or, in the example ofthe green grass, 
whether changing conditions, such as darkness or dryness, may affect our understanding 
ofthe change ofthe color. 1 
Indirect realism places perception in a triadic relationship between that which is 
being perceived, and that of the sensory perceptions and interpretation of the one doing 
the perceiving. This view distinguishes between an object that is being perceived and the 
experiences that one encounters as a result. Three principles associated with the perceiver 
and the object include, first, that objects do exist independently of the mind and that 
one's encounters with these are partial encounters; second, that relations between these 
objects and perceivers include certain properties of those objects, such as "flammability, 
1 For further information on the topic of naive realism and arguments against it, see 
Bonjour (2007), Kaye (2007), Preston (2005). 
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solubility, malleability, brittleness, toxicity, etc.;" and third, that inherent to these objects 
are primary qualities such as "size, shape, and motion through space" (Bonjour, 2007). 
Descartes and Locke's interpretations of perception contain the basic tenets of the 
indirect or representative realist view of perception. Secondary or sensory qualities 
according to Locke are dependent on these primary qualities and come into the mind in 
the form of ideas as a result ofthese perceptive encounters. Secondary qualities such as 
color, for example, though founded in primary existence of an object are themselves 
dependent on the interpretation of the viewer. Bonjour explains, "The only justification 
for ascribing any (author emphasis) property to the material world is that it is required to 
explain some aspect of our immediate experience ... " (BonJour, 2007, see section 2.2). 
Descartes' view of the mind's non-pictorial representational images of objects in the 
physical world suggests an alignment with representationalist philosophy (Smith, 2013). 
According to Smith, although not all conditions are met for representation, Descartes' 
"primary idea is an idea whose objective reality has its origin in the formal reality of 
some object, whichwhen not the mind, is some extra-mental object" (see section 3.1). 
Criticism of the representative realist view tends to be situated in the question of whether 
objects actually possess the properties that the proponents of this theory consider to be 
located in the mind. Platchias (2004), for example, reasoned that because objects appear 
to be different, depending on the context in which they are observed, something about the 
object must remain constant in order for it to be identified as the same object. The "veil 
of perception" removes the individual from the first-handed experience ofthe external 
world. It has been argued that "knowledge by acquaintance" is not truly knowledge of the 
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external world but rather an acquaintance with sense-data or ideas, as the external world 
is physical (Rogers, 1975). 
Phenomenology offers a rich investigation into the individuality of our 
experiences with the things and people around us. The study of phenomena, this 
philosophical approach centers on the appearances of that which we encounter from a 
first-person point of view and brings attention to the individual meanings that we take 
from our various everyday experiences. These experiences include "perception, thought, 
memory, imagination, emotion, desire, and volition to bodily awareness, embodied 
action, and social activity, including linguistic activity" (Smith, 2008, see section 2). 
Whereas an exhaustive discussion of phenomenology goes beyond the scope of this 
investigation, it is noteworthy to point out the important role of perception in this area of 
philosophical understanding. Within its many interpretations, lies the importance of 
sensory awareness in the unfolding of an individual's experience. All senses are 
represented, including seeing, hearing, touching, smelling, and touching. Despite its 
acknowledgement of the "view from nowhere," or the "God's eye perspective," which is 
associated with the pursuit of objectivity in the sciences, phenomenology recognizes that 
"All objects are encountered perspectivally; all conscious experience occurs in a temporal 
flow, the nature of which must be recalled in any analysis of human perception" (Moran, 
2000, p. 13). It is also noteworthy that phenomenological discussion is inclusive of more 
than merely physical objects, but is considerate of one's personal encounters with ideas, 
people, places, and time. Beyond the sensory information that is received, 
phenomenology addresses the meaning of things in our "life-world," including "objects, 
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events, the flow oftime, the self, and others" (Smith, 2008, see section 1). 
One of the basic tenets of phenomenology is intentionality, or the element of 
consciousness. Every experience that one encounters is intentional to the degree that one 
is conscious of it (Sokolowski, 2000). The element of intentionality is what separates this 
area of philosophy from the Cartesian and Lockean understandings of the relationship 
between ourselves and the world around us. In those traditions, "we are primarily aware 
of ourselves and our own ideas" (p. 9). This implies that our minds are kept at a distance 
from the objects around us; that our awareness is directed toward our impressions and 
concepts rather than toward "things 'outside;'" and that we access these things only 
through "reasoning from our mental impressions" (p. 9). Quoting a term from R. B. Perry 
(1910), Sokolowski referred to this as an "egocentric predicament," whereby we can only 
be aware of"our own conscious existence and the states ofthat consciousness" (p. 9). By 
contrast, intentionality keeps individuals connected to their world, as all consciousness is 
directed at an object. For example, I can say that I hear the timbre of the other voices in 
the tenor section. This establishes a connection between my immediate world and myself, 
as I am consciously aware of the sounds of those around me. The ways in which one 
becomes aware of one's experiences and the degree of that awareness (whether an 
experience is active or passive) frames much of the distinction between the various 
explanations of phenomenology2• 
2 For a more complete and descriptive overview of the various interpretations of 
phenomenology as a philosophical understanding, see Moran (2000), Smith (2008), 
Sokolowski (2000). 
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Philosophical perspectives on perception. The ancient Greeks explored issues 
related to the role that the senses play in the process of acquiring knowledge. For 
example, Aristotle regarded perception as a quality residing in all animals, whereby the 
one that is doing the perceiving has the capacity to take on the properties of the object 
that is being perceived (Shields, 2011). The Aristotelian view of the relationship between 
thinking and intelligence has been explored as "'a sort of perception,' for in both the soul 
discerns and becomes acquainted with something that exists" (Cornford, 2003). Two 
interpretations have endured in determining the way in which the perceiver takes on the 
properties of the object. A literal interpretation suggests that Aristotle was referring to a 
physical change that occurs in the perceiver as a result of the object being perceived. 
Shields (20 11) used the example of the eyes of the viewer taking on the color of that 
which is viewed. Authors that favor this view, such as Slakey (1961) and Sorabji (1974), 
argued a materialist interpretation, which according to Sorabji is justified, given that 
"many ofhis [Aristotle's] predecessors were preoccupied with the physiology of mental 
acts" (p.76). Contrasting that is the non-literal view that advocates for a more extended 
interpretation with the understanding that physical alteration of the perceiver need not 
occur in order for the act of perception to have taken place. Johansen (2007) suggested 
that Aristotle viewed the sense organs not as objects of material change but as that which 
possesses the potentiality for change. An example given by Johansen suggests that the 
ability to be changed by sound belongs to resonance, which is transmitted through air and 
is therefore well suited to the still air that exists in the ear. 
Perception (translated from "aesthesis") refers to our awareness of "outer objects 
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or of facts, feelings, emotions, etc.," residing in the soul and connected to the body 
(Cornford, 2003, p. 30). In the Theatetus dialogues, according to Comford, Plato 
reasoned that "perception is an infallible apprehension of what is, or is real ... the two 
marks of knowledge ... " (p. 32). Plato's Phaedo considered the use of sense perception 
related to recollection in his argument in support of immortality (Kraut, 2012; Ionescu, 
2007). Ionescu described the interplay between the perceptual and the conceptual as the 
main element of recognition in support of Plato's emphasis on sense perception in 
Phaedo (p. 99). In the slave-boy experiment in Meno, Socrates used of diagrams in 
combination with particular questions in encouraging an individual to recall what is 
stored in his mind. The topic of Plato's recognition of the value of sense perception in the 
process of recollection has been subject to debate, however. Bedu-Addo (1983) argued 
that this section of Meno did not necessarily draw a direct connection between senses and 
knowledge; however, it did point to a "conspicuous use of sensible diagrams that sense-
experience is an important element in the process of recollection" (p. 236). Contrasting 
this position is the view that Plato did not truly build the case for the value of sense 
perception in recollection (Gulley, 1954; Gulley, 1962). Gulley (1954) argued that the 
empirical interpretation of Plato's reference to sense experience as expressed in the Meno 
is false, and that this reference is inconsistent with what Plato had said about the subject 
in his other writings. 
The early modem period saw more investigation into the role of perception in the 
formation of knowledge. Locke rejected a popular notion of his time, which held that 
knowledge was innate, and asserted humans were a tabula rasa (blank slate) at birth and 
11 
that all knowledge comes from experience. In Book I of his Essay Concerning Human 
Understanding, Locke distinguished between "primary" qualities such as shape, and 
"secondary" qualities such as color or taste, suggesting that the latter was dependent upon 
the former. Locke (1690) thought of perception as "the first step and degree towards 
knowledge ... " (p. 191) [see Book 2: Chapter 9, Section 15] and that it, in its purest form, 
is a passive experience. "For in bare-naked perception, the mind is, for the most, only 
passive; and what it perceives, it cannot avoid perceiving" (p. 183) [see Book 2: Chapter 
9, Section 1]. Locke's view placed perception between sensation or reflection and the 
formation of ideas: "So that wherever there is sense or perception, there some idea is 
actually produced and present in the understanding" (p. 184) [see Book 2: Chapter 9, 
Section 3]. 
Similarities existed between Locke's views on perception and those of Descartes, 
whose views collectively began a new era of understanding that turned from the 
previously held belief that, in the perception of objects, we as individuals are 
immediately aware of the actual objects themselves to the conviction that we are aware 
only of our sensory interpretations of those objects. Descartes acknowledged, as did 
Locke, the value of the senses in transmitting data to the mind, and in knowing that 
perception is, in part, an attribute of the mind. Descartes asserted that knowledge of a 
given substance becomes clearer with the addition of other senses and of other types of 
attributes that extend beyond perception, as in the use of memory (Hatfield, 2011 ). 
Simmons (2003) described Descartes' three levels of sensory perception: the first being 
strictly physiological, the second as located in the mind, and the third as psychological 
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processes. At the first level lie the "mechanical stimulation of the sense organs by 
external objects ... and the mechanical stimulation of the pineal gland." The second level 
includes "second-grade effects 'sensations."' These may include the perceptions of 
sound, color, smell, etc. The third level uses intellect to make "constructive judgments" 
related to the nature of the observation. These "third-grade judgments" lead to our 
"overall sensory experience" which involves "the joint efforts of sense and intellect" (p. 
553). Macintosh (1983) explained that along with other philosophers ofhis day, namely 
Hooke and Boyle, Descartes saw the brain as the place where the soul resides, and that 
the brain contains "various types of matter ... which can be formed into ideas as a result of 
the impressions received by the senses ... " (p. 346). To Descartes, ideas were considered 
images of real objects in the physical world; however these images were not pictures or 
visual images but instead representations of the objects that did not necessarily resemble 
them (Smith, 2013). The acknowledgement of a world outside and independence of the 
mind, along with the element of representation, in which the mind interprets the data that 
it receives through the various senses are areas where Locke and Descartes share 
common ground. Contrast between the two views exists within the degree to which the 
mind plays a role in sorting and interpreting the information that is received. As 
described previously, Locke was of the view that data entered the mind passively by way 
of the senses, whereas Descartes ascribed to more of an active mental process in 
receiving and analyzing the data that senses collect. 
Explanations of perception in phenomenology are affected by the element of 
intentionality, which both connects this inquiry to and distinguishes it from previous 
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philosophical understandings. For some philosophers, the metaphysical view of perceiver 
and the perceived as two separate entities continued as it had since Plato's time. Brentano 
(1874), for example, suggested that all data that we consciously encounter fall within two 
classes - one physical and the other mental. Mental phenomena are "presented" to us 
through our sense perception and imagination, according to Brentano. Examples of this 
class of phenomena include hearing sounds, seeing colors, feeling temperature, thinking 
of concepts, "every judgment, every recollection, every expectation, every inference, 
every inference, every conviction or opinion, every doubt .... every emotion ... " (p. 60). 
Brentano saw mental phenomena as acts of doing (intentional), whereas physical 
phenomena were described as nouns, such as "a color, a figure, a landscape which I see, a 
chord which I hear, warmth, cold, odor which I sense, as well as similar images which 
appear in my imagination" (p. 61). Whereas Brentano's view included acts of 
intentionality, other phenomenologists sought to explain the essence of the phenomena 
that would lead to deeper understanding of its meaning to the individual. 
Husserl sought to ascertain the essential meaning, validity, and justification of an 
individual' s experience to the end that these would lead to insights about the phenomena 
that are required for knowledge. He did this by isolating or "bracketing" the essential 
meaning of the object (Moran, 2000). In order to achieve a high degree of intuition about 
phenomena that we encounter, we need to put aside previous understanding and 
assumptions about the object based on culture, philosophy, and science, which would 
enable us to focus on the object without bias and thereby allow us to better understand its 
"givenness" (p. 11). To expand on a previous analogy, when encountering the voices of 
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the other singers in the tenor section, I would need to put aside my cultural biases 
regarding the particular timbre that I feel would be acceptable within a choral setting 
based on what I know from my experiences singing western art music (especially if I 
were performing a style of music that was rooted in another cultural paradigm). I would 
also have to suspend my beliefs on proper singing technique that are rooted in either 
scientific or philosophical understandings of how good singing sounds. This would allow 
me to focus on the other voices as they are intended without interference from prior 
hypothesis or cultural bias. Husserl's use of the terms noesis and noema- derived from 
the Greek word noei5 meaning to perceive with the mind, to consider- distinguished 
between the intentional process of consciousness (noesis) and the "ideal" content 
(noema) of the conscious act (Smith, 2013). Husser! saw objects in the consciousness as 
transcending beyond mental processes toward the objects themselves (Moran 2000b, 
Introduction). Perceptions inspire other perceptions in an ongoing expansion of that 
which had initially come into consciousness (Sawicki, 2001, see Section 5). Husser I 
suggested that our conscious understanding of objects is not necessarily acquired all at 
once but rather from several perspectives that are stitched together and interpreted 
continuously. For example, when encountering a mountaintop, our view from the north is 
combined with our views from the other three sides in order to give a more complete 
perception of the object. 
Heidegger closed the gap between the individual and the objects in her/his world. 
Rather than existing as two separate entities, one inside the mind and the other outside in 
the world (the subject/object relationship), Heidegger posited that we exist in a world 
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with objects- being-in-the-world- and that we must interpret our relationships to them 
in context (Smith, 2008). Heidegger (1926) explored these relationships within their 
average everydayness through a mode of being to which he referred as "Dasein" (p. 67) 
[H. 42], which translates "there being" or "presence." In this central mode of being, we 
do not perceive or analyze objects from afar but instead, we use them in our daily tasks. 
Heidegger explained a particular state of being, "Zuhandenheit" or "readiness-to-hand," 
in which the entities around us can be utilized: "No matter how sharply we just look at 
the 'outward appearance' of Things in whatever form this takes, we cannot discover 
anything ready-to-hand" (p. 98) [H. 69]. 
Heidegger believed that we are always knowing of the world in which we exist 
and of the objects there within, and that we do not become aware of specific attributes of 
these objects until something happens to call our attention to them. At that moment, 
according to Heidegger, the object shifts from "readiness-to-hand" to "presence-at-hand" 
or "Vorhandenheit." "When equipment cannot be used, this implies that the constitutive 
assignment of the 'in-order-to' to a 'towards-this' has been disturbed .... when an 
assignment has been disturbed - when something is unusable for some purpose - then the 
assignment becomes explicit" (p. 105) [H. 74]. For example, a student in a vocal 
ensemble who may be singing from a piece of unaccompanied choral sheet music may be 
able to go through her/his vocal line without paying much attention to the notes 
(zuhandenheit), especially if the section of the music is one that had been learned at a 
previous rehearsal. When the music continues to a challenging section that had not been 
rehearsed, suddenly the notes written on the sheet music shift to vorhandenheit, where 
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they then become more obvious to the individual singer. 
Heidegger (1926) extended the conversation from the world of objects to include 
encounters with other individuals. Heidegger acknowledged that we are not alone in the 
world but rather that we exist in a human world with other daseins, and that "Others are 
encountered environmentally" [author's emphasis](p. 155) [H. 119]. Heidegger used the 
term "being-there-too" in reference to our encountering of"others," which he defined as 
"those from whom, for the most part, one does not distinguish oneself- those among 
whom one is too" (pp. 154-155) [H. 118-119]. According to Heidegger, the "being-with-
one-another" that comes as a result of doing the same thing contains an element of 
"distance and reserve" (p. 159) [H. 122]. To make this point, Heidegger used the example 
of individuals hired for the same task to point out that an encounter with others "often 
thrives only on mistrust;" however, this is not always the case, for when individuals are 
engaged in a common task, they are "authentically bound together..." enabling "the right 
kind of objectivity [die rechte Sachlichkeit ], which frees the Other in his freedom for 
himself' (p. 159) [H. 122]. 
Following Heidegger's description, as presented, individuals in an a cappella 
vocal ensemble exemplify "being-there-too" by their engagement in a common task. 
Whereby each is bound to the other through her/his participation in the group and 
specifically through working on a specific composition, there remains an element of 
objectivity that exists as a result of each individual interpreting the experience in her/his 
own way. 
Merleau-Ponty considered perception from a perspective reflective of the research 
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that was being done in Gestalt psychology during first half of the twentieth century 
(Flynn, 2011 ). The view of Gestalt (a thorough description of which goes beyond the 
scope of this investigation) was such that the whole was understood to be greater than the 
sum of its parts. Merleau-Ponty followed an existentialist path, which suggests that 
human beings cannot be understood merely through the lens of physics, biology, 
psychology or other sciences; neither can they be understood simply by the addition of a 
moral picture to the scientific one (Crowell, 2010). Gestalt psychology, which gave 
credence to both the whole and those elements that contribute to its structure, came about 
in response to atomism, the prevailing view during the early decades of the twentieth 
century, which emphasized the breaking down of the whole into smaller parts for the 
purpose of examination and analysis. Flynn (2011) explained," ... in order to arrive at a 
'basic' unit of explanation, for example, 'sense data' or the 'reflex arc', it is necessary to 
simplify analytically what actually had been given phenomenally in experience" (see 
Section 1 ). Behaviorism reflected a similar approach in education to the degree that tasks 
were separated into components and set out in sequential order from simple to complex 
(Twomey Fosnot, & Perry, 2005). Learning was seen as a "system of behavioral 
responses to physical stimuli" (p. 8), a linear progression of the mastery of skills and sub-
skills. "Learners are diagnosed in terms of deficiencies, called 'needs,' then taught until 
'mastery'- defined as behavioral competence- is achieved at each of the sequenced 
levels" (p. 9). Along with the Gestalt theorists, Merleau-Ponty rejected the causality of 
Behaviorism in the learning process. Gestalt theorists saw learning not as a causal 
process that is the rehearsed response to a definite stimulus, but rather the response of an 
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organism to a form or structure (Flynn, 2011). Merleau-Ponty (1963) posited, "learning is 
not a real operation, not a correlation established between two individual realities - a 
certain stimulus and a certain movement- which would not be modified by their 
association" (p. 99). To illustrate this, the author used the example of a child learning to 
associate the pain of being burned with the presence of a flame. According to Merleau-
Ponty's view, the causal reaction of suddenly withdrawing the hand when burned is not 
what is learned in this situation, but instead the association between the flame and a 
painful experience. 
Merleau-Ponty's understanding of perception suggests that the relationship 
between the perceiver and the perceived are not exclusive; we are not passive receptors of 
that which is brought to us by our senses; what we notice is not merely the objective 
world; and that the inside and outside worlds are inseparable. (Reynolds, 2001). Merleau-
Ponty (1976) described our understanding of the world in which we live based on our 
awareness of"things near and far," of"foregrounds and horizons," suggesting that this 
awareness enables us to form a "picture," which becomes significant to us (p. 408). Our 
ability to understand the world in which we live is due to the fact that we are "situated in 
it" and that "it understands me [us]" (p. 408). Merleau-Ponty believed that the individual 
elements that make up a particular object are joined together in a way that enables its 
perceiver to perceive its whole structure. For example, each of a melody's "moments" is 
connected to the ones that came before it, all of which are necessary in order for there to 
be a melody (p. 408). 
Merleau-Ponty (1976) placed emphasis on the role of the body in perception. The 
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author saw the body as always present, not as an object in the world but as a way of 
communicating with it. Merleau-Ponty criticized classical psychology' s lack of 
distinction between the body and other objects, explaining that the body can never be 
"completely constituted," as "it is that which sees and touches" (p. 92). An object, as 
described by Merleau-Ponty is something that can be moved away from us and removed 
from our sight. The motility of the body is what allows us to draw nearer to the objects 
that we encounter and to aid in our perception of them. Merleau-Ponty felt that motor 
habits of the body are learned and reinforced, and that the body's "primary actions," 
which are necessary for sustaining life, also have meaning in expression. This is 
evidenced in musical endeavors such as singing and dance. In singing, the very 
mechanism that is essential to our survival finds new meaning in the expressive rendering 
of melody. At times the body reaches beyond that which it is capable of doing without 
aid: "Sometimes, fmally, the meaning aimed at cannot be achieved by the body's natural 
means; it must then build itself an instrument, and it projects thereby around itself a 
cultural world" (p. 146). Our perception may change; however, habitus steers us away 
from dramatic shifts of perception with every new experience (Reynolds, 2001). Habitus 
has been cultivated when the body has "absorbed a new meaning, and assimilated a fresh 
core of significance" (Merleau-Ponty, 1976, p. 146). 
The continuity that results from the habitual response of the body and the 
stabilizing effect that this has on perception, as described by Merleau-Ponty, implies 
interesting considerations for the choral ensemble. If the habits of our bodies measure 
into our perceptions of the choral experience in the way that is described, then we can 
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expect a certain degree of carryover from one rehearsal experience to the next. For 
example, a student moving between the formal, institutional chorus environment and the 
contemporary a cappella group would possibly perceive of congruence between the two 
experiences. The role of our bodies in our perception of our experiences is an important 
aspect of an individual's ability to understand our everyday world. Merleau-Ponty saw 
the very nature of perception "not as an event or state in the mind or brain, but an 
organism's entire bodily [author emphasis] relation to its environment" (Carman, 2008, p. 
1). The importance placed by Heidegger and Merleau-Ponty on the interaction of 
individuals with their environment, has allowed us to view the engagement of students in 
an a cappella ensemble through philosophy's descriptive lens. In the next section, I have 
explored the individual and her/his environment through a different lens, one that is based 
on a theory of cognitive development. 
Constructivist learning theory. The second theoretical framework through 
which this study has been viewed is constructivist learning theory. Constructivism is a 
psychological theory of learning that is based on the writings of Jean Piaget and Lev 
Vygotsky. Piaget spent much of his career as a scientist studying evolution. Through his 
work in observing physical changes among one species of snails living in different 
environments of varying degrees of harshness, he theorized that organisms play an active 
role in their own adaptation. Changes in their activity resulted in an imbalance in the 
organism's genome, which in turn caused genetic possibilities that were most suitably 
adaptive to the environment in which they were placed (Twomey Fosnot & Perry, 2005). 
As a learning theory, Constructivism rejected the notion that truth corresponds with an 
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objective state ofthe world (von Glasersfeld, 1996). That which we touch, see, hear, and 
smell is a product of our own perceptions. We engage with art from a vantage point 
rooted in cultural perspectives that are common to our locations in the world, "always 
with some consciousness that our constructs are not the only ones; that our approaches to 
aesthetics must always be interpretive and provisional" (Greene, 2005, p. 115). 
Knowledge, according to Constructivist theory, has an adaptive function, 
stemming "not as more or less accurate representation of external things, situations, and 
events, but rather as a mapping of actions and conceptual operations that had proven 
viable in the knowing subject's experience" (von Glasersfeld, 2005, p. 4). Knowledge is 
situated in the mind of the individual and is constructed by that individual over time 
through the interaction of current experiences with previously constructed 
understandings. Conceptual knowledge is not handed from teacher to student by words; 
however, "language enables the teacher to orient the student's conceptual construction by 
precluding certain pathways and making others more likely" (p. 7). Regardless of 
whether this orientation is passed from the instructor to only one student or to an entire 
class, the meaning that is taken from an experience is individual in nature. Students may 
construct meanings that may be similar to those of other students. Although meaning may 
be based on similar experiences, such as those resulting from shared discoveries, the 
individual nature of acquiring knowledge suggests that these meanings are not entirely 
the same and therefore should not be considered as being truly shared - only that which is 
"taken-as-shared" (Cobb, 1991 ). The individual nature of students' perceptions suggests 
that meanings constructed within the context of the choral rehearsal will likely vary from 
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student to student and may contrast that which the director had intended. Concepts related 
to music reading, interpretation, vocalization, and performance, for example, might then 
have different meanings to students who have constructed their own understandings of 
the material at hand. According to von Glasersfeld (1996), the definition of environment 
within the constructivist model is two-fold: 
On the one hand, when we speak of ourselves, environment refers to the totality 
of permanent objects and their relations that we have abstracted from the flow of 
our experience. On the other, whenever we focus our attention on a particular 
item, environment refers to the surroundings of the item we have isolated, and we 
tend to forget that both the item and its surroundings are parts of our own 
experiential field, not an observer-independent objective world (p. 5). 
By this definition, von Glasersfeld has asserted that an individual brings his/her own 
background into the understanding of a particular item and that the item and its 
environment collectively become part of the individual's experience. In reference to 
children's conception of mathematics, Steffe argued that learning is relative to one's 
frame of reference and understood by forming a conceptual model based on the 
interpretation of the words and actions of others (Confrey, 1990). In its application to the 
choral ensemble, constructivist theory may then suggest that a student's prior experiences 
with ensemble singing and with music in general, the music that she/he encounters in the 
rehearsal, and her/his interactions with the instructor and with the other singers in the 
group all combine in the formation of that student's conceptual model of her/his learning. 
The current research has investigated the nature of the individual meanings that students 
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have drawn from their engagement in a cappella ensemble singing and whether these 
understandings are different from those of their instructors. 
Through his understanding of the evolution of snails, Piaget developed his theory 
of cognitive development. Piaget (1970) posited that humans undergo a similar process to 
that of other adaptive organisms in adapting to their environment, " ... the being of 
structure consists in their coming to be, that is, in their being 'under construction" (p. 
140). Through the process referred to as "equilibration," cognitive adaptation occurs 
between individuals and their environments. Equilibration is a cognitive 'balancing act' 
between assimilation and accommodation, two behaviors that form the basis for an 
individual's interaction with her/his environment. Assimilation is described by Twomey 
F osnot and Perry (2005) as " ... the individual's self-assertive tendency, a tendency to 
view, understand, and act on the 'surround' with one's own activity or ideas in order to 
preserve one's autonomy as a part within a whole system" (p. 16). The self-assertive 
aspect of this behavior, to which the authors refer, underscores the notion that individuals 
play an active role in the construction of their knowledge. The assimilation process, may 
then be seen, according to Twomey Fosnot and Perry, as the tendency to view an object 
in accordance with one's own constructs related to past experiences and worldview in an 
attempt to understand that object and maintain stability within a given environment. 
Piaget includes in this assertion an extension beyond the current limits of our own 
knowledge into the encounter of new material. These encounters contradict that which we 
already know, according to Twomey Fosnot and Perry, causing "disequilibrium" in our 
cognitive structure and setting us on a course for the accommodation, a "reflective, 
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integrative behavior," whose purpose is to "reconstitute efficient functioning" (p. 17). 
Simply stated, accommodation occurs when faced with contradiction, and an adjustment 
of our pre-existing constructs takes place in an attempt to adapt to our environment. In 
the Piagetian view, it is in the interplay between these two behaviors that cognitive 
development occurs. 
Piaget outlined four broad periods or stages of cognitive development- sensory 
motor, pre-operational, concrete operational, and the formal operational- that 
categorized certain behaviors according to the age and development of the individual 
(Gallagher & Reid, 1981 ). These stages were sequential in that the behaviors represented 
by each one were thought to have taken place prior to the start of the next. Each was also 
assigned a general timeframe in which the development occurred; however, the 
chronological age of the child was not considered a strict guiding force in determining 
which of the four stages she/he that particular child had entered. The general time frame 
for each stage as outlined by Piaget (1977) included, 
... the sensory-motor period before the appearance of language; the pre-operatory 
period, which, in Geneva, seems on the average to extend from about 1 Yz-2 to 6-7 
years; the period of concrete operations from 7-8 to 11-12 years (according to 
research with children in Geneva and Paris) and the formal operations period from 
11-12 to 14-15 years as observed in the schools studied in Geneva (p. 161). 
Piaget pointed out that there is considerable variation in the average age of the 
individuals in each stage based on social environment, region, and country. 
The four stages of cognitive development are an integral part of the Piagetian 
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concept of learning. Each stage contains detail that is typical of that point of a child's 
cognitive development. The sensory-motor stage is further broken down into six sub-
stages, each outlining specific development that occurs prior to when a child is able to 
communicate through the use of speech. A thorough investigation of these sub-stages, of 
the other three stages of development, and of the criticisms that have been levied against 
Piaget' s stage theory goes beyond the scope of the current research. The focus on 
constructivism in the theoretical framework of this investigation is simply to illustrate the 
individual and adaptive nature of learning, as it pertains to college-age students within the 
choral ensemble, not to explore the progression of cognitive development within the lives 
of the children and adolescents. 3 
Piaget's individually adaptive, evolutionary approach to cognitive development 
theory was challenged by other trends during the second half of the twentieth century, 
including the nativist proclivity towards the existence of innate abilities, and by 
constructivists who favored a social-historical view of cognitive development. 
Representing the nativist perspective, Chomsky posited that humans have an innate 
understanding of language that goes beyond what has been acquired through nurture 
(1990). To illustrate the qualities of innateness in the human mind and to underpin his 
theory of the innateness of language, Chomsky drew connection to the Platonic 
dialogues, with specific reference to the example of the slave boy, who, from a nativist 
perspective, must have possessed an innate understanding of geometric design, which 
3 For more information on the criticism ofPiaget's developmental stage theory, see 
Sutherland (1992), Weiten (1991), Bryant (1974). 
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was revealed through questioning despite having never been schooled in geometry. 
According to Chomsky, "the human mind, in short, somehow incorporates the principles 
of geometry, and experience only serves to bring them to the point where this innate 
knowledge can be used" (p. 631). The nature oflearning according to Piaget's 
perspective was centered on an individual ' s encounters within her/his own environment. 
By contrast other scholars have explored the social and cultural influences upon cognitive 
development. 
Vygotsky' s interest in socio-cultural contributions to learning broadened the 
consideration of environment to a much larger context. Under this interpretation of 
constructivism, the cooperative learning environment, such as that found in the choral 
ensemble, had a principal effect on the development of the individual. Vygotsky' s 
orientation toward Marxist philosophy influenced his views, according to Cole and 
Schribner (1978), who described Vygotsky ' s view of the role of society in learning as 
follows: "Vygotsky believed that the internalization of culturally produced sign systems 
brings about behavioral transformation and forms the bridge between early and later 
forms of individual development" (p. 7). To Vygotsky (1999), the individual's awareness 
of the self was through the lens of others: "We are conscious of ourselves because we are 
conscious of others; and in an analogous manner, we are conscious of other because in 
our relationship to ourselves we are the same as others in their relationship to us" (see 
Section 6). North and Hargreaves (2008) discussed the work ofVygotsky to illustrate the 
effects of environmental considerations such as " .. . cultural events, situations, and 
groups .. . " on the development ofmusical skills (p. 315). The socio-cultural perspective 
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embraces the notion that how humans learn may be explained solely within the 
" ... physical and social context," according to North and Hargraves (p. 315). Social 
psychologist Elliot Aronson (2000) extolled the use of cooperative learning strategies in 
students' academic and emotional development. In his work with elementary and 
secondary school students, Aronson found that by deemphasizing the competitive 
element and building community within the classroom, students learn compassion for 
their peers and, in the process, rise to greater levels of achievement. 
The choral ensemble is built on principles associated with group learning and 
support of the individual by the many. The current study addresses the perspectives of 
students, graduates and faculty directors on the influence of the group experience upon 
the learning process. Involvement in music ensembles creates a sense of community 
among participants that goes beyond the musical inherencies of the experience. In a 
survey of members of a gay men' s chorus, Latimer (2008) found that the vast majority of 
the singers participated because the group fostered a feeling of community. In his case 
study on the effects of being a member in a choir, Willingham (2001) discovered that 
participants found the choir to be a community that is built on a shared a common bond 
in the members' love of music; a sense ofteamwork, interdependency, and safety; and a 
shared sense of quality in performance. Baird's (2008) survey of community and church 
choirs on the perceived benefits of choral singing concluded that small choirs contribute 
to members' sense of identity, independence, and value within the group compared to 
medium and large ensembles. Awareness of one's own musical ability is a determining 
factor in a student's adaptability in choir. Hylton (1981) found that engagement in 
28 
musical experiences contributed to individual identity, suggesting, "A positive self-image 
may be encouraged by the fulfillment of the need to achieve" (p. 301). In a study of that 
which contributes to college students' continuation in music, Sichivitza (2003) found that 
students with "better self-concepts of musical ability" are better integrated into choir both 
academically and socially (p. 334). 
Problem Statement 
A problem exists in the lack of understanding regarding the impact of a cappella 
singing on the musical and vocal development of individuals engaged in both institutional 
and non-institutional collegiate vocal ensembles. This lack of understanding is evidenced 
by the dearth of available information related specifically to how unaccompanied 
ensemble singing benefits individual singers, compared to the acknowledgement in the 
existing literature (albeit relatively little) of the positive impact that a cappella has on the 
overall quality of group performance. 
The uniqueness of the collegiate vocal ensemble is related, in part, to the variety 
of experiences that its young-adult members had prior to coming to college. These 
ensembles often include a mix of students from an assortment of musical backgrounds in 
high school, middle school and elementary school. Some students have had solid 
opportunities in choral singing, music theory and individual voice or instrument lessons, 
whereas others have not. As a result, individual differences in musical and vocal ability, 
due to "commitment and practice" (Gembris, 2002, p. 489) throughout childhood, are 
more significantly revealed within the context of the collegiate ensemble than they had 
been in previous experiences. In view of the disparity in training and experience among 
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undergraduate ensemble members, the following questions become apparent: First, if the 
individual musical and vocal abilities of collegiate choral students have not been equally 
realized, should not the areas of insufficiency be addressed within the context of the 
vocal ensemble? Secondly, given that as Bullock (1991) discovered, many directors 
consider a Cappella singing "essential" in the development of choral ensembles, should 
not its benefits also be explored as a means of addressing the musical and vocal needs of 
individual students? One might argue that individual skills are addressed to the degree 
that vocal and musical training are a part of the ensemble experience. The 
acknowledgement of a cappella ensemble singing' s bearing on these skills at the group 
level elucidates the need for the identification and examination of the specific individual 
skills to which it develops in the individual. 
Purpose Statement/Research Questions 
The purpose of this study is to establish an understanding of the role that a 
cappella singing plays in the musical development of undergraduate singers from the 
perspective of student participants in ensembles that rehearse and perform 
unaccompanied vocal music, graduates from within a five-year period who are currently 
teaching music, and who have had experience singing a cappella as undergraduates, and 
faculty directors of ensembles of this type. This study is important, first, because it 
explores the kind of development that is associated with a cappella ensemble singing, 
targeting intonation, tonal memory, sight-singing, vocal range and flexibility, musical 
expression, and rhythm. Secondly, this investigation gives voice to individual 
participants' self-concept of these developing skills both in vivo and from the perspective 
30 
of three to five years after graduation. Finally, this research helps to identify the 
perceptions that directors have of their students' individual advancement as 
singer/musicians. The specific research questions addressed in this study are as follows: 
1. In what ways is a cappella singing perceived to contribute to the musical 
development of college student musicians? 
2. Are there measureable differences in the perceived benefits of traditional and 
contemporary gemes of a cappella choral singing between undergraduate 
students and faculty directors? 
Definitions 
A cappella singing has a dual meaning in contemporary society, based on the 
geme to which it is associated. The dictionary definition of the term "a cappella" refers to 
a mode of performance whereby the voices are not accompanied by other instruments 
(Oxford, 2010). Technically speaking, that defmition holds true for both traditional and 
contemporary a cappella ensemble singing; however, within the cultural context 
associated with each geme, the term evokes very different mental images. For example, a 
typical college student with little to no choral singing experience might associate "a 
cappella" with men' s, women' s or mixed ensembles that feature a lead singer backed by 
ten to twelve other singers imitating instruments. By contrast, a member of the American 
Choral Directors Association (ACDA) might envision the rendering of a traditional 
choral piece for multiple voice parts from either the Renaissance or twentieth century 
featuring exquisite blend and balance, under the direction of a professional conductor. 
Perhaps the term might also evoke images of smaller traditional choral ensembles of four 
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to five singers per part whose entire repertoire is dedicated to unaccompanied singing. 
Although the literal translation of the term implies music performed in the chapel style, 
the use of "a cappella" within the context of this research has no intentional connection to 
sacred music. Neither does the present use of the term suggest an inclination to a 
particular genre of music. To the faculty director, the graduate, and the student, "a 
cappella" may take on different meaning. In recognition of that variability, I have 
indicated, where appropriate, the intention of the individual interviewee or focus group 
participant. 
"Audiation" is centered on hearing music in the mind without being in its 
presence (Gordon, 1999). Included among the various types of audiation are, listening to; 
reading; writing; recalling and performing; recalling and writing; creating and 
improvising while performing or in silence; creating and improvising while reading; and 
creating and improvising while writing (Gordon, 2003, p. 14). Notational audiation 
occurs when singers hear the musical sounds in their heads while reading the 
corresponding notes on the printed page. This process contributes to the singer's sight-
singing ability, as does remembering patterns from familiar music, both of which are an 
integral part of tonal memory. 
"Beat boxing" refers to the percussive sounds that are associated with 
contemporary a cappella singing. Mouth percussion is usually provided by one or two 
individuals who stand near a microphone and use their articulators (lips, teeth, and 
tongue) to provide rhythmic drive to the song rendition. 
"Belt voice" may be described as the speaking voice applied to pitch, due to its 
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call-like quality. The "chest-dominant" technique is commonly associated with popular 
music styles, in which the singer or singers often extend their speech ranges to 
accommodate notes that would in the classical genre be sung within a "head voice" 
orientation (see Mary Saunders, 2013). 
The term "benefits" in this investigation refers to the "good or helpful result" 
(Merriam Webster, 2013) that comes to individuals through participation in ensembles 
that rehearse and perform music without the aid of instrumental accompaniment. These 
ensembles include curricular choruses that are sponsored by the particular college or 
university, and non-curricular a cappella groups that tend to be student organized and 
directed. Whereas most of the benefits discussed in this research were musical ones (i.e., 
tonal memory, sight, singing, etc.), other benefits, identified by participants in phase one, 
have crossed over into personal characteristics, such as responsibility, interest, and 
dedication. Additional benefits have pertained to knowledge of musical styles and 
development of vocal technique. The term "benefits" does not extend to either the mental 
or physical health benefits of the individuals involved. The terms "development" and 
"positive impact" are used in reference to the "benefits" of a cappella ensemble singing 
as a means of further describing those skills that students acquire through this musical 
endeavor. 
"Doo-wop" is a term given to vocal groups ofthe mid-1950s usually comprised of 
four or five members, whose style of singing is rooted in nineteenth-century Barbershop 
and the African American popular music groups of the 1930s (Oxford, 2010). Many doo-
wop groups performed without the accompaniment of other instruments. The sounds of 
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the instruments, especially the baritone saxophone, were often imitated by the voices on 
nonsense syllables. Contemporary collegiate a cappella groups also incorporate the use of 
nonsense syllables, referred to as "vocables" (Duchan, 2007a). 
The term "glee club" grew out of the eighteenth-century musical form referring to 
three or four-part a cappella music for male voices (Apel, 1972). The collegiate glee club 
got its start in the middle of the nineteenth century with two groups, the Harvard Glee 
Club, which was founded in 1858, and the Yale Glee Club, which began in 1863. The 
Whiffenpoofs, a spin-off group of the Yale Glee Club that began in 1909, became the 
first collegiate a cappella ensemble in the United States. Glee clubs flourished on many 
college campuses throughout the first decades of the twentieth century and often included 
an eclectic repertoire of college songs, and popular music. Contemporary collegiate a 
cappella is rooted in the popular music traditions of these early ensembles (Duchan, 
2007a). 
"Vocables" refers to the nonsense syllables that are commonly associated with 
contemporary collegiate a cappella ensemble singing. Contemporary a cappella 
ensembles use a variety of syllable combinations to emulate the instrument sounds that 
are associated with the original rendition of the rock or pop song that the group is 
performing. 
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CHAPTER TWO 
Dichotomy in the Collegiate Ensemble: 
Two Traditions of A Cappella Singing in America 
A cappella ensemble singing has a dual meaning in contemporary society, one 
that is associated with traditional choral ensembles singing in multiple parts, performing 
music that has been specifically written for unaccompanied chorus, and another that is 
embedded in popular culture, centered on contemporary collegiate a cappella groups, 
featuring vocal arrangements of radio pop and rock songs. In recognition of these two 
very different types of ensembles, the following chapter highlights the historical lineage 
of each. Problems in the existing literature are evidenced by the dearth of information 
pertaining to the benefits of a cappella ensemble singing on individual singers, as 
compared to the overall improvement that a cappella brings to the ensemble. The 
following chapter also includes a discussion of the basic differences between these genres 
with regard to learning styles, curriculum affiliation, and performance practices. 
Western European Traditions 
A cappella singing has a long history of service within the context of the Catholic 
Church, though the tradition is said to have originated as a result of the destruction of the 
Temple in Jerusalem by Roman soldiers in A.D. 70 (Kegerreis, 1970). This prompted the 
banning of instrumental music from use in Jewish religious services "as a gesture of 
mourning," a tradition that was appropriated by the early Christian church (p. 319). The 
use of instruments in church services subsequently did occur, as the canon of 
instrumental musical compositions from the Renaissance and Baroque illustrates. In the 
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first decades of the sixteenth century, however, severe criticism was raised relevant to the 
apparent abuses that pervaded church music of the time. Theologian Erasmus of 
Rotterdam, for example, wrote a scathing assessment of the way in which instruments 
and voices were used in religious services: 
We have introduced ... an artificial and theatrical music into the church, a bawling 
and an agitation of various voices, such as I believe had never been heard in the 
theatres of the Greeks and Romans. Horns, trumpets, pipes vie and sound along 
constantly with the voices. Amorous and lascivious melodies are heard such as 
elsewhere accompany only the dances of courtesans and clowns. The people run 
into the churches as if they were theatres, for the sake of the sensuous charm of 
the ear (Leichtentritt, 1944 ). 
The Council ofTrent (1545-1563) was for decades considered by historians to 
have influenced the overall approach to church music through a series of decrees from 
regional councils, an approach that continued into the centuries that followed (Fellerer, 
1953). The nature ofthe decrees ranged from banning the use ofthe vernacular in 
musical texts, to limiting "worldly and lengthy" organ works, to eliminating "immodest 
or lascivious melody" played by musical instruments, to emphasizing the sanctity and 
intelligibility of the words, which had an impact on limiting the use of polyphony in the 
church service (p. 578). According to that research, the text was brought to a more 
prominent position than which had been previously considered, which represented the 
humanistic interests of the sixteenth century, and tied the notion of expression to the 
word. Fellerer explained: "The relationship of the composition to the word seeks either to 
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give prominence to the expression of mood or to expound the words with tonal coloring, 
and shows how diversely the question-of musical expression can be solved" (p. 584). 
Palestrina's music, with its flowing melodic style and intentional clarity of the text, was 
representative of this period (Boyd, 1973). Other compositions, such as the motets of 
Byrd and the Tenebrae Responsories of Victoria brought the text to a level of 
prominence, while also capturing the melodic flow that was identified with the Catholic 
Church (Roche, 1971). The previously recognized notion that the Council of Trent was 
responsible for the turn in the latter half of the sixteenth century from polyphony to a 
simpler text-focused texture, has been refuted by recent musicological research. Monson 
(2002) unveiled documentation relative to the twenty-second, twenty-forth, and twenty-
fifth session of the Council of Trent that revealed a much less causal relationship between 
church edict and musical style during this period. According to Monson, delegates who 
participated in the Council of Trent chose ultimately to leave the decisions regarding the 
nature of music in the Mass to general congregations. Thus, according to Monson, "the 
history of post-Tridentine sacred music is therefore local history, characterized not by 
uniformity but by fascinating diversity, and sometimes involving restrictive practices that 
had been rejected at Trent" (p. 27). Monson described that the issue of intelligibility of 
the text remained a "live issue" in the aftermath of the Council of Trent, despite the fact 
that it have been dropped from the discussions during the twenty-second session. 
The music of early Baroque composers, such as Schutz and Monteverdi, was 
divided into two categories, ancient and modem; the former included compositions with 
no instrumental parts that came to be known as music "pure, divine, and solemn" 
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(Kegerreis, 1970, p. 320). The term a cappella came to be associated with 
unaccompanied singing during the eighteenth century. Fux made reference to "Stylus a 
cappella" when writing about the music of the time that was performed "without the 
organ or other instruments" (Kegerreis, p. 320). This information contrasts Van Camp's 
(1965) statement that the term "a cappella" "would seem to be a twentieth-century 
creation" (p. 227). 
The a cappella singing of the choir at the Sistine Chapel had great influence on 
two nineteenth century German choirs, The "Domchor" of the Lutheran Domkirche in 
Berlin and the "Thomanerchor" of St. Thomas Church in Leipzig, both of which served 
as models for the early twentieth century a cappella choirs in the United States (p. 321). 
Lowell Mason took notice of the Domchor, having heard them in Berlin in 1852, and 
offered a written account of the experience: "There is no choir of music in Berlin, and 
perhaps none in the world equal to that ofthe Dom-Kirche, or Cathedral" (Mason, 1854, 
p. 1 05). Mason described the details of the group, including its size, which he said was 
approximately fifty professional male singers, with boys singing on the treble and alto 
lines, performing music that was often in eight parts arranged for double chorus. Mason 
marveled at the ensemble's balance and other musical and vocal aspects of their singing: 
"It is hardly necessary to say, that its members seem to be perfect with respect to all the 
technicals of singing, such as the formation of the voice, utterance of words, and of tone, 
time, tune, pitch ... " (p 111). The group's repertoire, according to Mason, was mainly in 
the "ecclesiastical style," consisting of Palestrina, Lotti, Durante, Bach, and Graun (p. 
1 05). A cappella choir singing began its rise to popularity in the United States in the late 
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nineteenth to early twentieth century, as choral directors pursued musical studies in 
Germany, as international choirs, such as the Ukrainian Chorus, the Sistine Chapel 
touring choir, and the Prague Teachers Chorus, began touring this country, and due to the 
efforts of the Musical Art Society ofNew York, which sponsored an a cappella chorus 
concert in Carnegie Hall in 1894 (Keggereis, 1970, p. 321 ). 
Pioneers in the movement Colleges and universities first in the nation to 
sponsor groups fundamentally dedicated to unaccompanied singing in the United States 
were Northwestern University, under the direction of Peter Lutkin, St. Olaf College, 
directed by F. Melius Christiansen, and Westminster Choir College, with John Finley 
Williamson, director (Van Camp, 1965). Lutkin was first to organize an a cappella choir, 
and did so in 1906, according to Van Camp's account of a former choir member, who 
recounted that the group began rehearsing in preparation for a demonstration at a music 
appreciation class at the university. The a cappella choir at Northwestern did not tour but 
did perform at conventions sponsored by the Music Teachers National Association and 
the Music Supervisors National Conference (Keggereis, 1970). According to Keggereis, 
Lutkin had heard the Domchor and other similar choirs as a student. If this was the case, 
it is possible that these experiences may have contributed to Lutkin's appreciation for the 
practice of a Cappella singing. Van Camp (1965) suggested that Lutkin had not attempted 
to emulate the sound of other groups, and that his reason for initially forming his 
unaccompanied ensemble was "simply because the music which had been requested did 
not call for accompaniment" (p. 229). 
Perhaps the most influential choir was that of St. Olaf College, under the direction 
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ofF. Melius Christiansen. Keggereis (1970) explained that American choral directors 
copied techniques and procedures from the group, including "the spiritual zeal of the 
church-related college choir; the wearing of vestments; the long, tedious try-out 
procedure; the flawless memorization of all selections; the hidden starting pitch; the 
repertoire limited to about twenty selections per year" (pp. 322-323). Christiansen's 
preference for a cappella singing was two-fold, according to Van Camp. First, he wished 
to avoid singers' dependence on the accompaniment. Secondly, there was the practical 
reason related to touring with an ensemble and not knowing what to expect in terms of 
the quality and condition of the instruments on site (1965). In an interview with 
Christiansen's son, proclaimed choral director Paul Christiansen, Van Camp discovered 
that F. Melius was "interested in a vocal ensemble which was complete in itself, with a 
beauty of tone parallel to the orchestral color, rather than a mixture of the sounds of 
voices and instruments" (p. 235). Christiansen's cultivation of a straight (vibrato-less) 
choral tone possibly came from his attempt to imitate the sound of the boys' voices that 
sang the treble parts in the Thomanerchor (Keggereis, 1970). In his review of a 
performance ofthe St. Olaf Choir at the Metropolitan Opera House in 1927, Downes 
(1927) recounted that the tone ofthe women's voices was "so clear and so impersonal in 
character that it suggested the voices of boys" (p. 17). Downes went on to describe the 
beauty of the blend and the overall effectiveness of the performance on repertoire that 
included the music of Bach, Glinka, Liszt, Cruger, Schumann, and Grieg. In a final note 
to his readers, Downes commented, "There are a few colleges in this country, among 
them Harvard with its Glee Club, who are working with purpose parallel to that of Dr. 
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Christiansen for the propagation of worth-while choral music" (p. 17). In addition to 
emphasizing his appreciation for the musically accurate and sensitive performance of the 
St. Olaf Choir, Downes' comment alluded to the fact that this wasn't commonplace 
among collegiate ensembles at that time. This perhaps suggests that the influence that a 
cappella ensemble singing was to have on collegiate ensemble singing was still in its 
advent. As Downes' articulated, the Harvard Glee Club was also counted among the 
leading groups in the country in terms of its purpose for promoting choral singing that 
had value. The review was not specific as to what accounted for that value. As a result, it 
was unclear whether the value of which Downes wrote was related to the repertoire that 
was being performed or to the quality of performance. If the latter was the intention, then 
the question is raised regarding the role of a cappella singing in leading to that value. 
The Glee Club was a popular type of collegiate ensemble in the late nineteenth 
century and early twentieth centuries. This ensemble was expectedly not of the type to 
which Downes referred, in his mention of the Harvard Glee Club. Glee clubs ofthis time 
performed a mix of popular, classical and college songs, often sharing the program with 
instrumental clubs such as banjos and mandolins (Apel, 1972). Apel explained that about 
1918, the Harvard Glee Club severed ties with the instrumental clubs and began 
performing concerts on their own, concentrating entirely on "classical music" (p. 348). 
That is in keeping with an account given by H. C. Colles regarding the group's 
performance at Carnegie Hall in December 1923, under the direction of Archibald T. 
Davison. In his review of the performance, Colles described the program as beginning 
with the Harvard song, and then progressing to music of Schlitz, Vittoria, Lotti, Morley, 
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Elgar, Ireland, Holst, Handel, and one number from Gilbert and Sullivan's The 
Gondoliers (Colles, 1923, p. 9). Colles acknowledged the shift to more classical 
programming and predicted a possible trend in that direction among collegiate 
ensembles: "Where will it lead? It may mean that to future generations of university men 
the great literature from the sixteenth century to the twentieth will be a life-long 
companion and the foundation of a widespread musical taste" (p. 9). 
The influence of Westminster Choir in the 1920s, under the direction of John 
Finley Williamson was considerable, especially due to its tours and radio broadcasts 
(Keggereis, 1970). For example, the choir presented weekly radio broadcasts during the 
1932-1933 academic year where they sang their repertoire of unaccompanied music (Van 
Camp, 1980). Williamson respected Christiansen' s work with the ensemble at St. Olaf 
College and was influenced by his methods. He had invited Christiansen to listen to his 
volunteer choir at the Westminster Presbyterian Church of Dayton, Ohio and to offer 
suggestions based on what he heard (Van Camp, 1965). Keggereis explained that early in 
his career, Williamson "copied repertoire, conducting technique, and choral tone from the 
St. Olaf choir" (1970, p. 323). This understanding is in keeping with Van Camp's 
interviews with Paul Christiansen and with Williamson, himself. Williamson received 
permission to study the libraries of, among others, Peter Lutkin, and F. Melius 
Christiansen, and he travelled to Europe to hear choirs and to search for repertoire (Van 
Camp, 1965). Not all ofthe music that John Finley Williamson's choirs performed sang 
exclusively a cappella. The College lists among its major performances of its Symphonic 
Choir presented in its early years the following masterworks: Bach' s Mass in B Minor, 
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Rossini's Petite Messe Solennelle, Beethoven's Choral Fantasy and even the extensive 
Verdi Requiem. 
Williamson shifted at some point in his career from the straight-tone singing that 
he copied from Christiansen to a "dark deep-throated choral tone" (Keggereis, 1970, pg. 
323). The technique of having the sopranos and altos sing without vibrato in an attempt to 
imitate the sound of boys' voices that Williamson used with his a cappella choirs might 
not have produced a sufficiently robust sound to handle the larger repertoire, especially in 
conjunction with major symphony orchestras. If not for aesthetic preferences, this shift 
may have been out of sheer necessity in projecting over the instruments of the orchestras. 
Influencing music education. There is no question that these giants in a cappella 
ensemble singing had a significant impact on the performance of choral music education 
in this country. The use of a cappella singing in rehearsal and performance has since been 
recognized as having impact on the accuracy and expressiveness of the ensemble. Wilson 
(1959) extolled the merits ofunaccompanied singing as follows: "there is nothing like a 
cappella singing to give a choir a sense of blend and balance of voices, sensitivity of 
phrasing and voice-leading, accuracy of chording, and maximum growth in practical ear-
training" (p. 94). The methods and techniques of Peter Lutkin, F. Melius Christiansen, 
and John Finley Williamson served as models for choirs at other colleges and 
universities, and at high schools and churches throughout the country. Williamson edited 
two series of a cappella choral music for two major publishers, G Schirmer and Carl 
Fischer (Van Camp, 1965, p. 237). In his book on choir singing that primarily targeted 
toward the inexperienced director, Christiansen ( 1916) instructed readers on choral 
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techniques, such as conducting patterns and gestures, and running an effective rehearsal, 
and provided training in music's elements, such as scales, meter, note values, cadences, 
and expression markings, as well as knowledge of singing, including breath control, tone 
production, blend, diction. Christiansen made reference to a cappella singing in this latter 
section, warning directors against the overuse of the piano in rehearsal: 
The piano or organ should be used as little as possible during rehearsal, as that 
will tend to make the singers dependent upon the accompaniment. Songs written a 
capella [author's spelling] (without accompaniment) should never be rendered 
with an instrumental doubling of the voice parts, except in case of absolute 
necessity (p. 64). 
Christiansen spoke publically ofhis dislike ofvibrato. At the 1932 Music Supervisors 
National Convention, he delivered a speech on Ensemble Singing, where he denounced 
the use of vibrato in choral singing (Christiansen, 1932). This resulted in backlash from 
the educational community, as many voice teachers at that time (and many still) 
considered "straight tone" singing to be injurious to the voice. Despite that concern, 
college choirs, particularly those in the Midwest, continued to sing without vibrato into 
the middle of the twentieth century (Hammar, 1984). 
During the period of time between 1928 and 1938, a cappella singing exploded 
onto the scene in music education, with competitive festivals, tours, method books and 
articles dedicated to the art form (Van Camp, 1980). Audiences were drawn to the 
uniqueness of the sound of ensembles comprised of unaccompanied voices, as the 
popularity of a cappella soared. America's consciousness of a cappella singing was 
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further supported via radio, through programming dedicated to this art form. Choral 
competitions were established bringing together numerous groups at one time. Publishers 
such as the Kjos Music Publishing company of San Diego, California began distributing 
music and reference materials that specifically targeted the a cappella choir. The 
emphasis on a cappella singing continued until the 1940s, at which time events such as 
World War II and the emergence of orchestral accompanied choirs began to influence the 
path of choral singing in academia for the middle decades of the twentieth century. 
Understandably, during the war, the number of individuals involved in collegiate music 
programs had declined. Following the return of veterans to higher education in late 
1940s, ensembles, such as men' s glee clubs and symphonic choruses, which had been 
popular prior to the a cappella movement of the early decades, saw renewed interest 
(White, 1982). The influence of professional choirs, such as the Robert Shaw Chorale, 
and the Roger Wagner Chorale was significant in turning the interest of American 
audiences away from ensembles that performed only a cappella music. As White 
explained, these choruses "helped to generate a new enthusiasm for the choral art and 
introduce the public to excellence in choral performance free of the restrictions of the ' a 
cappella' ideal" (p. 124). The decline of the a cappella movement did not precipitate an 
end to the collegiate a cappella ensemble, however, for many of these groups continued 
to serve as select ensembles at institutions throughout the country. In 1965, Van Camp 
found that 66% of the colleges and universities surveyed continued to sponsor a cappella 
choruses, though the repertoire for many of these ensembles had expanded to include 
accompanied music. The institution seen as the most influential by the choral directors 
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surveyed was St. Olaf (Van Camp 1965). Bullock's 1991 survey found that the vast 
majority (82%) of collegiate directors responded positively concerning the advantages of 
a cappella singing. As one director explained, 
It is my feeling that unaccompanied choral literature will provide backbone for a 
quality ensemble. The expressive qualities are obvious, and the tuning factor 
much more independent. Styles and period awareness can be heightened through 
this literature, as there is a wealth of material available in all periods from which 
one may select appropriate repertoire (Bullock, 1991, p. 114). 
Music education's predilection for Renaissance, Romantic and Twentieth-Century 
octavos that had been commonly associated with unaccompanied choirs of the a cap pella 
period had given way to a more mixed palate of repertoire by the last quarter of the 
twentieth century. White compared the repertoire performed by fifteen major university 
choral programs in the United States to an earlier survey by Tumbleson (1964) of 
ensembles between 1956 and 1963, and found a more even distribution among music 
from the Renaissance, Baroque, Classical, Romantic, Twentieth Century in the later 
ensembles (White, 1982, p. 125). Bullock's survey also addressed the topic of musical 
period and found that directors did not restrict their repertoire choices to a particular 
timeframe, although the Renaissance, Twentieth Century and Romantic periods were 
somewhat favored (Bullock, 1991). The decades since World War II experienced an 
adjustment in the amount of emphasis placed on institutionally sponsored unaccompanied 
choral singing at colleges and universities throughout the United States. Unlike during 
the decades of the a cappella movement, a more balanced approach emerged with regard 
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to a mix of accompanied and unaccompanied repertoire, and an appreciation for diversity 
in musical time periods. Still, the precision of the a cappella choirs of the early decades of 
the twentieth century became the standard with regard to intonation, blend and 
expressiveness for choral ensembles in the years that followed and to the present day. To 
promote the advancement of quality choral singing, the American Choral Directors 
Association (ACDA) was formed in 1959, by 35 choral directors from across the country 
who attended the biennial conference of the Music Teachers National Association in 
Kansas City, Missouri. Included among its ten purposes "To foster and promote choral 
singing which will provide artistic, cultural, and spiritual experiences for the participants" 
and "To foster and encourage rehearsal procedures conducive to attaining the highest 
possible level of musicianship and artistic performance" (see ACDA webpage, ACDA 
History, 2013). The organization grew from Ill charter members to its peak membership 
of21,000 in 2003 (Spurgeon, 2010). 
Contemporary Collegiate A Cappella 
The 1980's saw the beginnings of an a cappella explosion of a different sort on 
college campuses throughout the country. Interest in this genre among college students 
has led contemporary collegiate a cappella to become a ubiquitous part of music making 
on college campuses throughout the United States. Since that time, student engagement in 
this form of unaccompanied singing has sored. Duchan's survey found the number of 
new groups established between 1981 and 2005 to be at approximately six hundred 
(2007a, p. 77). Contemporary collegiate a cappella is perhaps best known for its 
renditions of radio pop and rock songs that include vocalizing all of the parts, including 
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those that are instrumental (2007b ). Emulation plays an important role in this 
performance style and is an important aspect of its success. The lead singer, for example, 
often stylizes her/his rendering of the melody to capture the nuance of the original artist. 
However, as Duchan pointed out, it is originality that allows groups to surpass what had 
been done previously through " ... musical quotation, formal expansion, textural variation, 
the sharing of melodic material across voice parts, and a soloist's reinterpretation of a 
song's lead" (p. 491). 
Contemporary Collegiate A Cappella has its roots in a number of traditions 
including glee club, barbershop, doo-wop, pop and rock, among others. Member groups 
are part of a growing network of ensembles that exists outside of the auspices of music 
education; connected musically and culturally via the Internet. A single search for 
contemporary collegiate a cappella on a popular Internet search engine produced well 
over two million results. The same topic search in a popular database of scholarly 
writings produces few results. One exception is the work of Joshua Duchan, whose 
several papers and dissertation, "Powerful Voices: Performance and Interaction in 
Contemporary Collegiate A Cappella," (2007a) provide ethnographic and musicological 
insight into the musical and social aspects of collegiate a cappella and serve as a 
foundation for future investigation into this topic. Based on material that has been written 
on this subject thus far, contemporary a cappella's roots may be determined, its 
popularitY documented, and its network explored. What is not aptly covered in the 
existing literature is the connection of collegiate a cappella to music education. 
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Glee clubs. Glee clubs of the early twentieth century performed a mix of 
repertoire including "popular, college and classical music" and were often associated 
with instrumental clubs made up of banjos and mandolins (Apel, 1977, p. 348). Glee 
clubs sponsored smaller "spin-off' vocal groups comprised of members of the larger 
ensemble that shared concert programs with the parent organization and added variety to 
the repertoire of that ensemble (Duchan, 2007a). The oldest collegiate a cappella group in 
the country that remains in existence is the Yale Whiffenpoofs, which, founded in 1909, 
grew out of the Varsity Quartet, a spin-off of the Yale Glee Club. In an radio interview 
from 1958, Basil Duke Henning, 1932 Yale graduate and former member of group, 
explained that the Whiffenpoofs got its start by practicing in public at Mory's Bar. This 
soon led to informal performances for students and other Mory's patrons in addition to 
appearances at Glee Club concerts and tours. The group's early repertoire, according to 
Henning, consisted of songs "entirely out of the Yale songbook" (see Webpage, 
Whiffenpoofs Alumni Association, 2013, Early Repertoire). Not only was its repertoire 
drawn from the same sources, early Whiffenpoofs members were also part of its parent 
ensemble, the Yale Glee Club, a practice that lasted until the 1960s, when the group's 
membership was extended beyond the larger ensemble, and " ... the Whiffenpoofs tapped 
significant numbers of singers who were not also members ofthe Glee Club"(see 
Webpage, Whiffenpoofs Alumni Association, 2013, Early Repertoire). 
The interaction of the Varsity Quartet and subsequently the Whiffenpoofs with 
the larger Yale Glee Club of the early years, has reflected connectivity between of these 
organizations on at least two important levels; overlap in personnel and shared 
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performance venue. The Yale Glee Club has maintained a diverse membership made up 
of men and women ofthe university community. Former director, Fenno Heath, included 
female students in the traditionally all-male ensemble in the year that followed the 
admission of women to the university 1969 (Fears, 2008). Repertoire for the 2012-2013 
season has included a mix of choral selections from the Renaissance, Romantic, and 
Contemporary music periods, as well as spirituals, traditional folk, and college songs. 
The ensemble also performed masterworks from the eighteenth, nineteenth and twentieth 
centuries, as well as the world premiere of a contemporary choral works. The 
Whiffenpoofs have provided opportunity for students to engage in popular music making 
that have gone beyond the boundaries of the Glee Club's programming. Harvard' s 
ensemble, Glee Club Lite, has given similar experience for students. Founded in 1985, 
the group has strived to balance a tradition of "classic choral literature" with an 
opportunity to sing rock, folk, pop, jazz and folk music. 
The Harvard Glee Club has been mentioned previously in this chapter in reference 
to its leadership role in moving to a more classically oriented type of programming; 
however, it is important to make note of this group's efforts to provide its members and 
its audiences with a more diverse repertoire. Membership in the Harvard Glee Club Lite 
requires simultaneous membership in the Harvard Glee Club (see Webpage, 2013 , 
Home). The fact that this smaller ensemble performs both popular and classical repertoire 
indicates an acknowledgement of the value of popular music in reaching modern-day 
audiences and in providing undergraduate students with musical styles that reflect the 
culture in which we live. 
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Barbershop. Barbershop music was in its advent in the last quarter of the 
nineteenth century and reached its peak by the middle of the twentieth century. The close 
harmony, small ensemble singing that became a hallmark of this style reflected two 
traditions, one with its roots in European four-part songs and the other in African 
American music dating back to the time of slavery. Averill (2003) suggested that there 
was a connection between the close harmony quartet and the popular Singverein 
movement in Austria and Germany during the early 1800s. Franz Abt, explained Averill, 
composed hundreds of part-songs, which became popular with Germans living in 
America and were transplanted to the college campus by (among others) Gustav 
Stoeckel, a founding member ofthe Yale Glee Club in 1863 (pp. 22-23). The 
contributions of the European tradition to harmonization are evidenced in the classical 
approach to its chord structure. The Definition of Barbershop Harmony, as taken from the 
Barbershop Harmony Society, formerly known as SPEBSQSA (Society for the 
Preservation and Encouragement of Barber Shop Quartet Singing in America) Contest 
and Judging Handbook is as follows: 
Barbershop music features major and minor chords and barbershop (dominant-
type) seventh chords, resolving primarily on the circle of fifths. Sixth, ninth, and 
major seventh chords are avoided except where demanded by the melody, while 
chords containing the minor second interval are not used. (Snyder, 1993, pp. 31-
32). 
Owen Cash founded what was then SPEBSQSA in 1938 as an umbrella organization that 
promoted Barbershop singing as an oral tradition. The Society was restricted to males, 
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and along with its sister organization Sweet Adelines, which formed in 1945, was 
exclusively white (Garnett, 1993, p. 42). 
The African American roots of barbershop were described as a more credible 
beginning of the genre by Lynn Abbott: "Before the Civil War, the American barbers' 
trade was primarily comprised of free Negroes, and evidence suggests it remained an 
historically black trade until the turn of the century"(Abbott, 1992, p. 292). The 
"evidence" to which Abbott referred was based on "newspaper columns, biographies, 
annotated song books, 'Race' recordings and oral testimonies" (p. 319). The dissonant 
harmonization of the ensembles had its roots in the slavery of the plantations, according 
to Abbott. Close harmony improvisations that went from plantation to barbershop, and 
which were associated with the African American barbershop tradition gave rise to pop 
music vocal groups, such as the Mills Brothers, who had become acquainted with the 
style at their father's barber shop in Piqua Ohio. Chromatic meanderings of non-melodic 
tones within the chords - a practice known as "snaking" - also served to influence 
ragtime (Averill, 2003). 
The influence of barbershop on contemporary collegiate a cappella may be seen in 
its small ensemble platform, its close harmony that is based on European and/or African 
American traditions, and in its connection between ensembles through a network of 
competitions, and combined concerts known as "invitationals." Additional impact of 
barbershop on contemporary may be found in the repertoire and style of glee club "spin-
off' ensembles such as the Whiffenpoofs, whose music, especially in the beginning years 
of the group, reflected the barbershop tradition of its day. Barbershop also gave to the 
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contemporary a cappella genre orientation to vertical chording as compared to classical 
music's interest in line-driven chord progressions (Duchan, 2007a). Contemporary 
collegiate a cappella is connected socially and emotionally with barbershop's amateur 
orientation and "populist tendencies," with an emphasis on feeling and experiencing, 
within a meaningful context (Gates, 1993, p. 106). Gates suggested that music educators 
could learn much from barbershop, including an understanding of the musical and social 
values that are a part of its tradition; singing as a "manageable form of personal music 
making, woodshedding, benefits and costs, musical treasures, and its ways of drawing 
people of good will into its unified body" (Gates, 1993, p. 1 06). Gates' made the case for 
the intersection of barbershop with curriculum-based experiences predicated on the 
notion that interaction of the two would be productive only with the individuality of each 
preserved. Given the similarities between barbershop and contemporary collegiate a 
cappella, perhaps Gates' suggestion to music educators is equally applicable to 
contemporary a cappella and - as with barbershop - any interaction between 
contemporary a cappella and music education needs to be attentive to the goal of 
preserving the integrity of each. 
"Good music" versus the rest and democracy in higher music education. 
Since the early days of barbershop, distinction has been made between this and the type 
of ensemble singing that is associated with European style classical music. According to 
Gates, a musical populist/elitist dualism, which began at around 1900, exists in American 
society manifested in our propensity to place a higher level of value on European art 
music than on our own music (Gates, 1993). The tendency of Americans to import 
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elements of European culture reflects a more ubiquitous understanding of society that is 
fixated on modular components rather than on the whole to which they belong (Blair, 
1988). The effect of modularization, according to Blair, is a diminished importance of the 
whole and components whose level of importance is elevated to a place of independence 
from one another and from society in general, with always the possibility in place that 
any or all ofthese components are replaceable (Blair, 1988). In this view, our attraction 
to European art music compels us to extract it from the whole of European society and to 
view it as one piece of American musical culture. We are then able to place it along side 
other musical modules such as barbershop, blues, jazz, and to view all of these not for 
their contributions to the whole of our musical culture but instead for the individual value 
of each. This preference for things European and proclivity toward hierarchy in our 
musical preferences based on "high art" and "low art" has informed our understanding of 
that which we consider "good music" and has guided our choices for that which has been 
taught in music curriculums. Levine (1988) observed, " ... Americans, long after they 
declared their political independence, retained a colonial mentality in matters of culture 
and intellect ... " (p. 2). 
A "highbrow/lowbrow" dualism has been embedded in American music 
education since the beginning of the singing schools in the early eighteenth century, 
according to Gates (1993). These schools were founded on "elitist purposes: music 
literacy and accurate, chorus-type singing (p. 97). Humphreys (2002) underscored the 
existence of a Eurocentric, formalistic approach to music education in colonial times, and 
related this practice to the influence of "university-based intellectuals at Harvard and 
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elsewhere, a phenomenon that continues today as professors try to tell others what music 
they should teach and why they should teach it, not to mention what music they and 
others should like" (p. 138). Gates explained further that "populist" opportunities for 
music learning at that time did exist, and possibly included informal gatherings at 
individual's homes, although they are difficult to document. Humphreys (2002) expanded 
the description by defining the repertoire ofthis early American period to include 
"European folk and church music of various kinds" (p. 139). In higher education, 
Western European art music has been the prevailing genre in schools of music, according 
to Bruno Nettl (1995). Nettl explained that music schools before the late 1980s actually 
sought to "protect" students from the pollution of "bad music" and appointed themselves 
as institutions of"good music," otherwise known as Western European art music (p. 83). 
Maus (2004) described the "overarching unity" of courses in Western European art music 
theory and history, at the university where he taught, compared with the marginalized 
place of jazz, ethnomusicology, and composition as elective courses (p. 59). This unity, 
according to Maus, arises from the "shared sense that European art music is 
special.. .. artistically distinguished and commercially unviable ... [and that] other musics 
are imagined in various proportions as artistically undistinguished, merely functional, 
and/or abjectly commercial in motivation" (p. 59). The marginalization of musics other 
than Western European by institutions of higher learning has had a negative impact on 
music curricula in higher education on a broader scale, as described by Wicks (2008). 
The rigid 'classical-music-only' orientation has dominated American universities' 
music department curricula for so long, in fact, that this cultural style is 
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considered universal and is assumed to be the model for all others .... And because 
entrenchment has rendered Western bias invisible, we are rarely even aware of the 
throttling hold it has on our national musical conscience (p. 55). 
One exception to that trend has been the curricula at two-year colleges, whose shift from 
a preparatory model that assured students an easy transition into four-year institutions to 
one of vocational interest was responsible for some of the first courses in popular music 
to have been taught in higher education during the Depression Era. In the period between 
1935 and 1945, while the four-year colleges had continued to ignore the interests of 
popular culture, Krikun (2008) explained, junior colleges began to respond the era's 
popular music interests, especially jazz and dance band. 
The concept of democracy in music education is based on the premise that music 
learning may be more effective when a sense of ownership is encouraged among learners 
in terms of what and how they learn, and when the learning process is one of partnership 
between the teacher and students. Proponents of a democratic approach to music 
education see the role of the teacher as that of facilitator rather than as one who takes a 
top-down approach into the classroom, lesson studio, or rehearsal hall, such as she/he 
who discourages or prohibits students from participating in contemporary collegiate a 
cappella ensembles. In his discussion of the role of facilitation in community music and 
its effect on teaching style, Higgins (2012) explained that the notion of instructor as 
facilitator does not mean a relinquishing of responsibility on the part of the teacher, only 
a yielding of control. Higgins described facilitation as follows:" ... facilitation is 
understood as a process that enables participants' creative energy to flow, develop, and 
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grow through pathways specific to individuals and the groups in which they are working" 
(p. 148). Expectations of outcome are given less gravity within the process of facilitation, 
as emphasis is placed primarily on guiding and supporting student efforts without a 
predictable end goal in sight. Higgins explained the indeterminate outcome that is 
common to facilitation as, " ... in facilitating the group experience, there may certainly be 
a starting point, but the rest remains uncertain." This contrasts the "controlling" model of 
teaching, "where there is a strong sense ofbeginning, middle and end" (p. 184). Dewey 
( 18 97) opined that the process of preparing students for the future requires consideration 
of their abilities and interests, the empowerment of the individual, and the training of 
skills, without a clear understanding of what the future holds. Dewey explained, 
With the advent of democracy and modem industrial conditions, it is impossible 
to foretell definitely just what civilization will be twenty years from now. Hence it 
is impossible to prepare the child for any precise set of conditions. To prepare him 
for the future life means to give him command of himself; it means so to train him 
that he will have the full and ready use of all his capacities; that his and ear and 
hand may be tools ready to command, that his judgment may be capable of 
grasping the conditions under which it has to work, and the executive forces be 
trained to act economically and efficiently. It is impossible to reach this sort of 
adjustment save as constant regard is had to the individual's own powers, tastes, 
and interests- say, that is, as education is continually converted into 
psychological terms (pg. 86). 
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Issues of democracy in higher education music are inherent to its curricular and 
societal structure. Nettl (1995) described an industrial model of organization pertaining to 
the role of music administrators, teachers, and students, whereby individuals in the latter 
group are seen both as "customers and products" (p. 51). As consumers, students are 
responsible for paying for their education with their money, their time, and their attention 
to their work, according to N ettl. As products, they represent the music department 
through public performance in ensembles and at solo recitals, and they display the quality 
of their training as interns, student teachers, and job applicants. Nettl further described 
the roles of other actors within the music education hierarchy, whereby teachers and 
conductors -the workers of the department- have autonomy in the choice of course 
content and the selection of materials for consumption, and administrators, many of 
whom were once members of the faculty, are the schedulers, organizers, and securers of 
funding. 
The dynamic that prescribes the societal roles within the music education 
environment can lead to complacency among individuals within each of these three 
classes of individuals- students, teachers/conductors- administrators- with regard to 
the democratic process. Organization in this model moves from the top downward to the 
level where the actual learning occurs. Allsup (2007) described the reluctance of some 
music educators to change to a more democratic learning environment, "When music 
teachers speak about democracy and education, there is always a bit of fear present in the 
conversation" (p. 53). Turning the choice of content over to the students may extend 
teachers outside of their comfort zone. Allsup recounted a typical comment that is made 
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by teachers, in conversations about democracy in the classroom, "How do my students 
know what they like unless I expose them to something else?" (pp. 53-54). According to 
Allsup, concerns of this kind are based in fear on the part of the instructor regarding the 
relevancy of her/his own musical preferences in the eyes of the students. How to move 
beyond the fear and the complacency may be a challenge. Maxine Greene (1995) posited 
that a free imagination is an important consideration for teachers and students in seeking 
"openings" that will lead to meaningful experiences for both. Greene encouraged teachers 
to help students draw students out, giving voice to their own opinions and respecting the 
opinions of others. 
Consideration of the top-down organization, with prescribed roles for students, 
faculty directors, and administrators, that exists in higher music education, as described, 
raises the question of whether contemporary collegiate a cappella could function 
effectively within this formalized learning environment. Duchan (2007a) described the 
democratic environment of contemporary a cappella ensembles as fundamental to their 
nature: "In a rehearsal, a group's social, political, and musical practices are negotiated 
and propagated" (p. 137). Duchan further explains that these elements of process impact 
"conceptions of their vocal style and identities" (p. 137). Within that democratic 
structure, lies the social organization that allows groups to advance. According to 
Duchan, "New members learn from older ones how to sing, arrange, and behave in their 
particular group and adjust their habitus accordingly" (p. 137). Given the existing 
structure of contemporary collegiate a cappella ensembles, the role of instructor as 
facilitator with emphasis on guiding and supporting student efforts without a predictable 
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end goal in sight, would appear to be the only logical approach to encouraging the 
creativity, development, and growth of individual group members, if contemporary a 
cappella ensembles were to function within the formal collegiate music education 
environment. 
Learning styles. Learning styles in music education have been defined as formal 
and informal - the former being commonly associated with institutional ensemble 
singing, and the latter with contemporary styles that exist outside of the formal classroom 
setting. For example, a college or university-sponsored a cappella choir would most 
undoubtedly be considered formal, whereas a barbershop quartet that rehearses at the 
home of one of its members would be considered informal. Folkestad (2006) suggested 
that this distinction does not adequately define the relationship between the two types of 
learning, as the two should not be considered dichotomous, but rather only "two poles of 
a continuum." Their relationship in most learning situations, according to Folkestad, is 
one in which both formal and informal learning are occurring and where they are 
"interacting" (p. 135). The idea behind this concept is one that acknowledges regular 
shifts between formal and informal learning within the course of developing a musical 
understanding or skill. For example, students in a rock band who are playing together in 
an apparently informal learning situation could easily shift into formal learning mode 
when one of the players verbally and/or visually instructs another on a particular chord 
progression (Finney and Philpott, 2010). Folkestad (2006) explained that informal 
learning is centered on playing, listening, dancing or being "together with music," 
whereas formal is learning "about" music (p. 136). As Finney and Phillpott (2010) 
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pointed out, informal learning is "caught," and informal learning is "taught." 
Distinguishing factors between formal and informal learning may be characterized 
according to the basic premise that the informal process is not pre-planned but rather 
"proceeds by the interaction of the participants in the activity" and is "self-chosen and 
voluntary activity" (Folkestad, 2006, p. 141). 
Music is experienced and informally learned outside of institutional settings 
within a multitude of contexts and for a variety of purposes. Small (1998) described the 
process of"musicking," as "to take part, in any capacity, in a musical performance, 
whether by performing, by listening, by rehearsing, or practicing, by providing material 
for performance (what is called composing), or by dancing" (p. 9). Batt-Rawden and 
DeN ora (2005) explored the uses of music for social purposes that included constructing 
the self, the musical framing of other activities, structuring social events (mood setting), 
highlighting important elements of interpersonal relationships, and motivating the 
physical. Musicking, according to Batt-Rawden and DeN ora, is difficult to teach, as it 
consists of "subconscious, oblique and real-time situated learning situations" (p. 292). 
Then how does university-level music education prepare teachers-in-training for the task 
of incorporating informal learning into their classroom and rehearsal methods? Part of the 
solution is found in establishing what Finney and Philpott (20 1 0) referred to as an 
informal learning "habitus" in student teachers, which is defined as "the process of 
socialization, leading to unconscious habituated ways of thinking and acting socially" (p. 
1 0). This habitus must be different from the habitus of formal music learning commonly 
acquired in music education training. According to Finney and Philpott, informal habitus 
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is something that everyone possesses but which often becomes buried in the course of 
formal music training. Informal learning must become a lived experience where student 
teachers experience informal learning first-handedly, as opposed to being taught formally 
about these methods, for risk of a "pedagogical formula where the informal becomes 
formalized" (p. 11). Folkestad (2006) made the following distinction with regard to how 
we conceptualize formal and informal learning: "Teaching is always teaching [as 
opposed to learning], and in that sense always formal" (p. 142-143). 
Examples of the dialectic interplay between formal and informal learning as 
described by Finney & Philpott, (2010); Folkestad, (2006); and Soderman & Folkestad 
(2004) may be seen in two studies, the first in which informally trained musicians crossed 
over into a formal learning context, and the second where formally trained musicians 
learned to function with an informal learning environment. Green's (2001) study featured 
rock musicians teaching music at educational institutions, where she observed that 
participants used formal teaching techniques instead of the informal learning methods by 
which they themselves had experienced. The majority of the teachers in Green's study 
made no attempt to teach popular music within the oral/aural tradition. Waldron's (2009) 
ethnographic study was of musically literate, formally trained adult students learning 
Celtic music performance techniques by traditional folk musicians within the aural/oral 
tradition. Waldron found that the learners were able to acclimate to the informal learning 
environment with the aid of individually adapted compensatory techniques. These 
techniques included "self-teaching strategies designed to accommodate and/or 
supplement their aural/oral learning," including the use of recording devices, software, 
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written notation, and visual observation (p. 51). 
Contemporary collegiate ensembles generally are centered on informal learning, a 
distinction that affords them a unique status in music education. Given their democratic 
and student-led structure, and their disconnection from curriculum-based teaching, they 
tend to function autonomously from the formal learning environment of traditional, 
instructor-led choral ensembles. North and Hargreaves (2008) distinguished between 
formal and informal learning in four ways: learning context, autonomy and ownership, 
learning content, and learning style (p. 350). The first, learning context, considers where 
the learning takes place as at home, school, or some in other environment. Many 
contemporary a cappella groups exist outside of the auspices of music departments. As a 
result, practice tends to take place in dorms or common areas in residence facilities or 
student centers. Contemporary a cappella groups tend to be self-directed, which adds to 
the sense of ownership and increased decision-making powers among participants. 
Learning content of an informal variety, according to North and Hargreaves, is centered 
on less 'serious' genres than what is found in formal learning settings. Contemporary 
collegiate a cappella conforms to the attributes of informal learning content, as 
exemplified through its vocal re-orchestration of existing popular songs. North and 
Hargreaves' discussion oflearning style, referenced Green's common attributes of 
informal learning in music, which include copying recordings by ear, group setting, a top-
down approach that focuses on real-world pieces, and on an integrated approach to 
creativity that includes listening, performing, improvising and composing. Collegiate a 
cappella arrangements tend to be somewhat flexible and are often the result of the 
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collective efforts of two or more members of the group. As Duchan pointed out, 
creativity in collegiate a cappella is fostered in many ways, including the improvisatory 
rendering ofthe lead vocal line (2007a). 
Rodriguez posited that imitation is common to both formal music training and 
informal learning (2004). The distinctions between the two approaches lie in that formal 
learning is sequential and deliberate, whereas informal learning, such as that associated 
with popular music, tends to be less uninterrupted. According to Rodriguez, popular 
musicians in their developmental stages acquire pieces of information from various 
sources, often learning parts of songs before assembling them into an entire song. The use 
of imitation in the popular music genre has been long recognized as an integral part of the 
learning process. In previous decades, for example, Bennett (1980) discussed the 
importance of this practice in the development of rock musicians. Green (2002) 
distinguished between the types of listening that are involved in the process of imitation. 
Purposive listening, according to Green, is centered on a particular goal relative to 
learning a specific item and putting it to use following the listening session. Attentive 
listening, by contrast is more generalized and less goal oriented than the former, though 
still a focused practice. Distracted listening is that which is the least focused; whose only 
purpose is entertainment. Developing musicians in contemporary a cappella have at their 
disposal a vast network of resources via the Internet, including both audio and video 
samples where they can acquire, through imitation, techniques related to song style and 
performance. This "bits and pieces" approach aligns with the description of informal 
learning as presented, contributing to the collective musical training of the individuals in 
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the contemporary ensemble. 
"Non-formal learning" appears as a third type of knowledge development that 
contains elements of both formal and informal learning. Eraut (2000) outlined a typology 
of non-formal learning that consisted of three subcategories of the genre, including 
"implicit," "reactive" and "deliberative" learning. Implicit learning is described as having 
" ... no intention to learn and no awareness of learning at the time it takes place." At the 
other extreme is deliberative, which takes place within a specified timeframe and 
contains an element of reflection on the part of the learner. Reactive learning is described 
as "near-spontaneous and unplanned, the learner is aware of it but the level of 
intentionality will vary and often be debatable" (p. 115). The term "non-formal" was 
introduced to the field of education in the 1960s and found application in the 1970s 
within the context of education in Third World countries (La Belle, 1982). La Belle 
acknowledged the presence of informal, non-formal, and formal education within the 
context of a single classroom, citing differences between them related to structure rather 
than on process. Formal education, according to La Belle, is structurally well defined, 
including "hierarchical ordering, compulsory attendance, admissions requirements, 
standardized curricula, prerequisites, and certificates" (p. 163). Non-formal education 
includes activities that are independent of the institution, but that are "preplanned and 
systematic," as well as focused on an end goal. Informal is reflective of interpersonal 
contact among students with an outcome resulting in day-to-day learning (p. 163). Mak, 
Kors and Renshaw (2007) also described non-formal learning as taking place outside of 
the institution, and being "semi-structured," but added that it is "learning by doing" and 
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that its curriculum is geared toward the individuals involved, that it is "flexible," "non-
linear," and "bottom up," with a strong emphasis on reflection that is "fostered by an 
expert in the field, acting as a mentor: helping students/apprentices to transform 
experience into knowledge, skills, attitudes, values and convictions" (p. 16). Connection 
of contemporary collegiate a cappella to non-formal learning may be found within the 
context of its learning-by-doing format, its flexible, bottom up organization, and its pre-
planning that exists in the assignment of specific tasks. These tasks include the musical 
arrangement of songs, publicity, transportation, etc., and its alternation, as described by 
Eraut (2000), between "implicit, reactive and deliberative learning" (p. 115). 
The rock connection. Contemporary collegiate a Cappella's connection to rock, 
doo-wop, hip-hop and pop has its roots in musical and social issues. Rock serves as a 
both platform and inspiration for CCAC. Many a cappella arrangements emulate the 
sounds of the rock band, with backup singers using non-sense syllables or "vocables" as 
the vehicle for imitating instrument sounds (Duchan 2007a). Hip-hop's "beat boxing" or 
mouth percussion gives CCAC its rhythmic drive. This is usually reserved for one or two 
members of the group, who often stand on one or both ends of the traditional arched 
formation, incorporating gestures of drumming into the performance. The use of body 
sounds as a percussive accompaniment is not uncommon in African American styles. 
"Pattin' Juba," an elaborate sequence of body slaps, taps and claps was used during the 
time of slavery when plantation owners for fear of communication and uprising among 
the slaves prohibited the playing of drums (Southern, 1997). Bobby McFerrin, whose 
complex vocalizations has served as a major inspiration for the contemporary collegiate a 
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cappella movement, also uses body percussion in his performances. His number one hit 
song in the late 1980's, "Don't worry, Be Happy" started many college singers 
"emulating his techniques and experimenting with the voice's vast potential" 
(Eichenwald, 1997, see Section 2, p. 32). McFerrin's style was inspirational to a host of 
other vocal ensembles in the years that followed, including The Nylons, Boyz II Men, 
and Take Six, and paved the way for all-vocal renditions of rock and pop songs, where 
the sound of the instruments, and voices are dispersed throughout the group. An 
interesting aspect of McFerrin's style has been his ability to move seamlessly from one 
element of a song to another and to provide the listener with a complete performance. At 
a concert that I attended where the singer took questions from the audience, McFerrin 
was asked how he manages to include the lead, background, bass and rhythm all at the 
same time. His response was, "I don't; you only think that I do." McFerrin went on to 
explain that he implants a suggestion in the mind of the listener of a figure from a 
particular musical element and leaves the listener to complete the thought while he moves 
on to the next element. He may give a few bass notes, for example, and then skip to 
some of the notes from an arpeggiated harmonic progression, followed by enough of the 
melody to get it all playing out in one's mind. The result is what appears to be a complete 
rendition ofthe song. The vocal equivalent of a visual illusionist, Bobby McFerrin has 
taught us that one need only to suggest rather than precisely replicate in order to create in 
the listener an experience that is complete and fulfilling. The success of contemporary 
collegiate a cappella has been based, in part, on its ability to both suggest and replicate, 
especially with regard to the instrument sounds. Some songs have tended to only hint at 
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the sounds of other instruments, whereas others have manipulated vocal sounds through 
shifts in timbre and choice of syllables to approximate the sound of the original 
instruments. Examples of each type may be found in the doo-wop songs of the 19 5Os and 
60s, whose distribution of voices across the lead, background, bass, and rhythmic 
interests have contributed to contemporary a cappella' s structural format. In some 
selections from this era, the background vocals attend to a rhythmic and harmonic 
purpose, using syllables such as "doo" and "wop," (as the name of the style suggests), 
while the instrumental accompaniment provides the rhythmic motivation for the song. 
"Earth Angel," for example, a song that is closely related to the rhythm and blues style of 
the previous decade and released first by The Penguins in 1954, features the background 
voices providing a harmonic sustain- mainly on the syllable "woh"- over the driving 
triplet rhythms of the piano and the shuffling two-beat patterns in the drums. Although 
the recordings of many doo-wop songs commonly feature accompaniment, as a style, it 
had its roots in African American Rhythm and Blues a cappella groups of earlier decades 
ofthe twentieth century that sang on the street corners ofNew York and other major 
cities (Groia, 1974). Groia captured the whimsical popularity of this style in his account 
of the groups that influenced the music of popular culture in the decades that followed: 
To chronicle the advent, growth, development and influence on other musical 
forms of street corner Rhythm and Blues singing groups, from their inception in 
the 1940's through their relative demise in the early 1960's and revival in 1969, is 
to say the least an unwieldy task. It may be approached from the early influence 
of The Mills Brothers and The Ink Spots to the pioneer spirit of The Ravens, 
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Orioles, Clovers, Drifters, Five Keys, Swallows, Larks and Moonglows. Or it can 
be traced geographically, i.e., Chicago - The Flamingos, Cleveland - The 
Moonglows, Los Angeles- The Penguins, New Haven- The Nutmegs and Five 
Satins, New York- The Harptones, and Baltimore- The Orioles and Swallows. 
Or yet it can be followed by group nomenclature by which groups were named 
after birds, cars, lovers, animals, musical terms, age groups, cosmetics, card 
games and flowers, as witnessed by The Crows, Cadillacs, Heartbeats and 
Lovenotes, Spaniels, Cleftones and Channels, Teenagers, A vons, Solitaires and 
Jacks, and The Marigolds (p. 12). 
Bringing together rhythmic drive, bass and supportive harmonies into an a 
cappella song requires a diverse activity from the singers involved, especially in a small 
group structure. Groups arranging in this style often would often emulate the sounds of 
instruments. In "I Wonder Why" by Dion & the Belmonts 1958, all ofthe standard 
elements of song construction exist in the vocals, including melody, rhythmic drive, 
background harmonies and bass. Here, the background harmonies sometimes double the 
words of the lead singer, when at other times, they join the prominent vocal bass line in 
providing rhythmic interest on instrument-like sounds made from a supportive sequence 
of syllabic styling. The syllables "duh, dih duh dn, dn, dih dah" are repeated through out 
the song in the bass line, creating a driving pattern that moves the song forward. Despite 
the fact that this recording features the ubiquitous driving piano chords of that era and a 
simple, steady two-beat drum part, the arrangement could easily have stood on its own as 
an a cappella number. 
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The vocal rendering of instruments has led to the creative use of speech sounds to 
produce a precisely imitative effect. Whereas there isn't a set pattern for which syllables 
to use, the percussive sounds of certain consonant combinations have tended to best 
provide rhythmic interest in a cappella music. The typical bass line, for example, often 
features the member of the group with the lowest voice singing on "dn" or "dm." In her 
book on arranging for a cappella ensembles, Callahan (2000) described the effect that is 
inherent to particular letter combinations4 : 
The syllables used here completely change the length of the notes. "Doo"s are 
long and "doot"s are short, just by the nature of the words. Putting a plosive at the 
end of a syllable is a much more reliable way of getting singers to sing staccato 
than putting little staccato marking over the notes. If you want your notes to be 
short but ring (basslines often sound good this way) put a nasal or liquid at the 
end (p.33). 
Callahan made reference to standard linguistic classifications of consonants in her 
description. Consonants are grouped according to the type of articulation that is required 
to produce them. For instance, "stop-plosives" require two areas of articulation- tip of 
tongue and upper teeth, for example - to come together to stop the air momentarily and 
4 The term "arranging" is one of three distinctions, each of which is described in 
Callahan's book, Anna's amazing a cappella arranging advice: The collegiate a cappella 
arranging manual. Southwest Harbor, ME: Contemporary A Cappella Publishing. "True" 
arranging, according to Callahan, consists of "taking the melody and basic chord 
structure of a song and changing it substantially, creating your own work of art with your 
personal flair" (see pg. v). "Transcribing" involves copying down what is heard on 
another recording or performance. "Transanging" requires "listening to a non-a cappella 
song and writing down what you hear, adding syllables and making other adjustments for 
vocal performance" (see pg. iv). 
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then release. This category contains the consonants sounds t, d, k, g, p, b. The nasals to 
which she referred include the sounds of n, m, and ng. The "liquids" that she mentioned 
include the sounds ofw, 1, r, andy. Other sounds that she covered in the book that are not 
mentioned in the above description are "fricatives" (f, v, th, s, sh, z, zh) and "affricatives" 
(ts, ch, dz, j) (p. 31 ). These, like the other types of consonants these have a unique sound, 
which may be appropriate for a particular effect in a song. Vocal percussion or "beat 
boxing," for example, often combines a stop-plosive with a fricative to produce a desired 
sound. Duchan (2007a ) explained: 
Singers usually emulate the kick drum with the syllables "doo" or "doom," placed 
low in the vocal range. They commonly make a snare drum sound with a "kh" or 
a "pf." These sounds, along with the 'ts ' for hi-hats and ride cymbals, and "ksh" 
or "psh" for crash cymbals, can be combined with rhythmic breathing into 
patterns that approximate those played on a rock kit (p. 489). 
A distinguishing characteristic of the rock style since its beginnings in the 1950s 
has been its reflection of the popular culture with which it has been associated. For the 
post World War II "baby boomers," for example, who were coming of age in the decades 
that followed, it provided an identifiable separation between generations and gave 
America's youth a style of music that they could call their own. In the time ofthe 
Vietnam War, it provided a voice against the establishment and a means for young people 
to protest the war and rebel against the draft. In his preface to Rockin 'In Time, Szatmary 
attributed rock's success to a number of social elements including race, demographics, 
technology, and the economy (1991, pg. Xvi). Satzmary saw the development of the 
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electric guitar in the 1950s as a particularly significant technological advancement in the 
establishment of rock's identifiable sound. The economics ofthe making ofthe recording 
industry certainly brought rock to level of formidability in corporate America. And for 
youth in the latter decades of the century, rock provided an outlet for their anger over 
racism and other social and economic injustices (Satzmary, pp. xiii-xvii). 
By virtue of its stylistic association with rock and by its nature as ensemble 
performance, contemporary collegiate a cappella has tapped into a history of social 
consciousness and independence from the mainstream of society, allowing and perhaps 
encouraging this enterprise to remain at a distance from institutionally sponsored 
curriculum-based ensembles, or "school music." The experience of engaging in 
contemporary collegiate a cappella has contributed to a feeling of solidary among group 
members that has distinguished them from the rest of society. Finnegan posited that 
developing independence is inherent to being "practitioners" in music ensembles 
(Finnegan, 1989, p. 9). Finnegan also described the extra-musical benefits to the 
individual related to her/his sociability, social recognition not attainable within the 
greater context of society, and membership in a counter culture that seeks an alternative 
path to that which is prescribed by society (pp. 328-329). Ahlquist (2006) supported the 
notion of social benefits through ensemble participation in her statement, "choral 
performance can assert artistic and educational achievement, aesthetic merit, and social, 
national, religious, or ethnic identity" (p. 2). The youth movement of the 1950s and 
1960s, reflected a "search for alternatives" to an adult culture, which was steeped in the 
"blood-sanctioned authority" empowered by World War II and the Korean War, that 
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promoted an agenda not seen by youth as being in their best interest (Ennis, 1992, p. 283-
385). According to Ennis, this search for alternatives was carried out first in the form of 
rock-n-roll at the high school level in the 1950s and then as rock in the 1960s at the 
college level and beyond. Contemporary collegiate a cappella was born to a cultural 
environment that was rock-friendly, youth-focused, and accepting of creative musical and 
social alternatives. 
The a cappella explosion. Contemporary collegiate a cappella has grown 
considerably since the 1980s. Duchan indicated that the number of active groups in 1980 
was 110 (53 male, 47 female, 10 mixed). By the end ofthat decade, there were 226 active 
groups in existence (88 male, 83 female, 55 mixed). Within the ten years that followed, 
313 new groups were formed with a sharp rise in the popularity of mixed genre 
ensembles (88 male, 60 female, 165 mixed) (Duchan, 2007a, p. 77-79). Several factors 
have accounted for the rapid increase in popularity of CCAC. Duchan pointed to the 
increase in "frequency and importance" of popular styles in music education in the 
schools beginning in third quarter of the twentieth century. 
A succession of events in school music education during the middle of the 
twentieth century may have contributed to the increase in the popularity of contemporary 
collegiate a cappella in the last quarter of that the century. The exposure of secondary 
school students to more diverse repertoire that included jazz, blues, folk, and rock, which 
came into music education through general music classes in the period from 1950 to 
1970, along with the Tanglewood Symposium in 1967 and the Youth Music Institute in 
1969, led to a "choral embrace of popular music in primary and secondary schools, which 
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helped to create the conditions for the college a cappella boom in the '80s and '90s" 
(Duchan, 2007a, pp. 81-82). The Tanglewood Symposium was a think tank dedicated to 
the improvement of music education in the United States comprised of prominent 
educators, researchers, scientists, labor leaders, philanthropists, social scientists, 
theologians, industrialists, representatives of government and foundations, music 
educators and other musicians, and philosophers that took place at the Berkshire Music 
Center from July 23 to August 2, 1967. The Tanglewood Declaration, which resulted 
from the twelve-day symposium, listed eight goals for music education that took into 
account the changing needs of society. The second item on the list sought to pave the 
road for the inclusion of popular music in the school curriculum: 
Music of all periods, styles, forms, and cultures belongs in the curriculum. The 
musical repertory should be expanded to involve music of our time in its rich 
variety, including currently popular teenage music and avant-garde music, 
American folk music, and the music of other cultures. (Mark & Gary, 1999, p. 
312). 
Responding to the call for the teaching of popular musics in classroom, the Youth 
Music Institute, which was sponsored by the Music Educators National Conference 
(MENC, now NA:fME), was held at the University of Wisconsin July 7 through August 1, 
1969. The objective of the Institute was communication between "rock-oriented young 
people and music teachers" regarding the inclusion of rock in the school music 
curriculum (Mark & Gary, 1999, p. 364). According to Mark and Gary, "The institute 
helped many music educators become more knowledgeable of the youth culture and rock 
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music" (p. 364). Other explorations into the connection between rock and the school 
music curriculum came in the months that followed. For example, the National 
Association for Music Education (formally MENC) dedicated the November 1969 issue 
of its Music Educators Journal to several articles on this topic. Readers' reviews were 
mixed, as may be seen in a subsequent issue, where music educators at the secondary and 
collegiate levels offered opinions for and against the inclusion of rock in the school music 
curriculum (see Music Educators Journal, Feb. 1970). Some educators celebrated the 
recognition of this popular music style on an official level by the music teachers' 
professional organization and welcomed the opportunity to connect rock with school 
music. Others rejected the notion that rock could be effectively taught in the classroom, 
outside of its natural environment. Despite the philosophical and practical concerns that 
existed regarding the teaching of rock in the schools, the door had been opened for 
students to engage in rock in ways that had not previously been available to them. 
Commercial recordings of the 1980s contributed to the increased popularity of 
contemporary collegiate a cappella. Bobby McFerrin's vocal improvisations, as 
previously described, were a major influence. Duchan attributed the success of 
commercial a cappella recordings in the 1980s and 1990s to this rise, including Billy 
Joel's "The Longest Time," which was released in 1983, Bobby McFerrin's "Don't 
Worry, Be Happy," in 1988, and Boyz II Men's "It's So Hard to Say Goodbye to 
Yesterday," in 1991 (p. 83). However, it was the Beelzebubs of Tufts University that 
took the lead in arranging in the new style that emulated a rock band with lead, harmony, 
backup instruments (vocal) along with constant percussion throughout the entire song. 
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Deke Sharon, member and arranger took the group in a new direction in the late 1980s by 
expanding the repertoire that vocal groups could accomplish. Sharon also worked to 
institutionalize CCAC. Duchan offers this account of Sharon' s efforts in that area: 
He began with a list of collegiate groups that the Beelzebubs maintained, which 
they would use to send letters of introduction, invitation, and solicitation for 
performance opportunities. He combined it with a list compiled by recent 
Brandeis University graduate and a cappella fan Rex Solomon. The aggregate 
provided Sharon with a subscription base for a publication he started in October 
1990, the College A Cappella Newsletter. "The CAN," as it became known, 
provided articles on topics related to a cappella, including discussions of 
recordings, interviews with professional a cappella musicians, reports from 
various concerts around the country, and a classified section that enabled groups 
to coordinate performances-and social parties-with each other. .. (2007a, p. 86). 
Sharon also established the Contemporary A Cappella Society of America (CASA) in the 
early 1990s, which served as a home for a cappella, sponsoring annual awards for best 
recording, and promoting a cappella worldwide. 
Technology has also served to establish a firm foothold for contemporary a 
cappella. You Tube has afforded instant access to performances of a cappella ensemble of 
all levels and styles. Readily available computer software has supported the process of 
musical arranging by group members that has produced renditions designed specifically 
for the size, and ability of the ensembles. This has eliminated the need for "canned" 
arrangements, and has encouraged groups to strive toward creative, and uniquely 
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innovative performance styles. Websites on a cappella number in the thousands ranging 
from on-line stores such as Better A Cappella where one can buy sheet music or connect 
with an arranger, to directories of a cappella groups, such as Collegiate A Cappella, to 
comprehensive Web pages, such as The Contemporary A Cappella Society (CASA), 
where one can purchase CDs, or books on arranging, to web pages of individual groups 
containing their videos, sample recordings or list of upcoming engagements. 
The Internet serves as a platform for a vast on-line community whose connecting 
thread is a cappella. According to Lysloff, on-line communities exist not only in the 
"virtual" sense but rather they are "as real or imagined as those off line;" they support 
"ongoing social collectivity," and are composed of"relationships that are socially 
meaningful to members." (Lysloff, 2003, pp. 236-237). The legitimacy ofthis community 
contributes to contemporary a cappella's success by bringing together people of a 
common interest and providing them with opportunities to explore and to bond with 
others a cappella enthusiasts. For example, YouTube provides opportunity for groups to 
post video recordings of their performances and to receive feedback from viewers 
through the "Like" tab and in the form of comments. Additionally, the vast collection of 
recorded performances that are posted on this media allows group members to watch and 
learn as they work to refme their craft. Other social media, such as Facebook and Twitter 
allow fans and artists to stay connected. Those wishing to "follow" a particular group are 
able to receive updates on day-to-day activities and more significant events, such as 
concerts and/or album release dates. 
Television media has brought the popularity of ensemble singing among high 
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school and college students into the living rooms of American society with shows such as 
Glee and The Sing Off. These shows have the advantage of reaching a broad audience of 
viewers who might not have access to the Internet, or perhaps are not inclined to visit a 
cappella Websites, and therefore, might not often encounter performances of popular 
music sung in this manor. Whereas the majority of selections included in Glee are 
accompanied by back-up instruments, The Sing Offis exclusively dedicated to 
contemporary a cappella performance. Film has also had great impact on the promotion 
of contemporary a cappella ensemble singing. For example, the movie Pitch Perfect, 
which was released in 2012 and based on a book by the same name, collected over 
$65,000,000 domestically and over $50,000,000 internationally in box office receipts, 
indicating the immense popularity of contemporary a cappella ensemble singing (see 
Webpage, Nash Information Services, 2013). 
Model Dissertations 
Doctoral dissertations, whose content and focus served as models for the proposed 
study include Powerful voices: Performance and interaction in contemporary collegiate a 
cappella (Duchan, 2007a) and The use of a cappella singing in colleges and universities 
ofthe United States (Bullock, 1991). 
Duchan' s ethnography of contemporary a cappella groups provide a view into the 
cultural and musical interaction of students within an ensemble. This information has 
been useful in framing the interview questions in the fust phase of the proposed study, 
especially those related to the perceived benefits of the group experience. Bullock's 
survey of choral conductors from various regions of the United States offers an unbiased 
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assessment over a large sample regarding the state of college level a cappella at the time 
of her study. The information that was collected in her research has served as a 
foundation upon which to build phase two of the current study. Questions related to 
demographics, such as revealing the number of music majors in the choir, have been 
beneficial in establishing a portrait of the specific learning environment. 
Current literature indicates two distinct trends in a cappella ensemble singing, one 
that follows closely the European model of art music performance and the other that 
demonstrates an overt reflection of popular culture. Despite threads of commonality that 
exist between college level contemporary a cappella groups and traditional choral 
ensembles, such as the crossover of personnel between groups; musical elements, 
including pitch, rhythm, balance, and expressivity; and vocal technique, such as breath 
support, articulation, and blend; the two genres tend not to intersect organizationally or 
educationally. According to email correspondence with Duchan in August 2007, there 
have been only a few groups in the country led by music faculty. 
The lack of scholarly writing on the educational implications of a cappella 
ensemble singing leaves questions unanswered regarding the benefits to the individual 
participants in each genre of this art form, the potential for interaction between traditional 
and contemporary ensembles and their participants, and role of contemporary a cappella 
in music education. Current materials fail to investigate the potential for music 
education's embrace of contemporary collegiate a cappella at the college level. They also 
neglect to identify the benefits that the contemporary genre would receive through 
interaction with music education. Until such territory is explored, neither music education 
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nor contemporary collegiate a cappella will have reason to seek out the other and 
consequently will miss the opportunity to tap into each other's contributions for further 
growth. Investigating the perspectives of individuals engaged in a cappella ensemble 
singing gives insight not only into the benefits that come from this process, it also serves 
as a foundation for future research in the area of choral music education. 
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CHAPTER THREE 
"Why Mixed Methods?": 
In Search of a Comprehensive Design and Methodology 
Purpose Statement/Research Questions 
The purpose of this study was to establish an understanding of the role that a 
cappella singing plays in the musical development of college student musicians from the 
perspective of students, graduates from within a five-year period that are currently 
teaching music, and faculty directors. The specific research questions addressed in this 
study are as follows: 
1. In what ways is a cappella ensemble singing perceived to contribute to the 
musical development of college student musicians? 
2. Are there measureable differences in the perceived benefits of traditional and 
contemporary genres of a cappella ensemble singing between undergraduate 
students and faculty directors? 
To address these questions, data was collected by both qualitative and quantitative 
procedures. Question one was the focus of face-to-face, semi-structured, open-ended 
interviews (Creswell, 2005) with additional data drawn from observations and student 
focus groups. A questionnaire that was informed by the fmdings of this qualitative 
research added to the information collected in the interviews, focus groups and 
observations by either confirming or challenging the understanding of the similarities and 
differences between the perceptions of students and faculty directors on the benefits of 
traditional and contemporary unaccompanied ensemble singing. Question two was 
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specifically addressed by data collected in the questionnaire. Thus, question two 
acknowledged the need for a mixed methods design. 
Mixed methods research combines both qualitative and quantitative designs to 
provide a more "complete picture" in order to better understand the phenomenon and to 
identify trends and generalizations (Creswell & Plano Clark, 2007, p. 33). The need for a 
mixed methods study is derived from the nature of the research problem as it is reflected 
within the content of the research questions. When the inadequacy of one design becomes 
apparent in addressing the problem, mixed methods becomes a viable alternative 
(Creswell, 2009). In the current research, each question aligns with a particular method; 
question one is explored qualitatively; question two is examined quantitatively. Phase one 
allows participant meanings to be explored, then described in detail, whereas phase two 
compares the responses of faculty and students in an attempt to reveal measureable 
differences between these groups of individuals. Taken collectively, the research 
questions that are asked in the current study are more completely addressed by using both 
qualitative and quantitative methods in two separate phases. In this chapter, I discuss the 
specifics of mixed methods design, and its application to the current investigation. I 
describe the details of the exploratory phase where qualitative methods are employed and 
I explain how the design of the quantitative part of the study helps to explain, confirm 
and/or challenge the findings of phase one. 
Design Detail 
The design of mixed methods research may take on many forms . Greene, 
Caracelli and Graham described five designs including triangulation, complementarity, 
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development, initiation, and expansion (1989). Creswell and Plano Clark (2007) also 
gave several examples, some of which were interpretations of these earlier designs by 
Greene, Caracelli and Graham. Of the designs that Creswell and Plano Clark described, 
the exploratory design best suits the needs of this study. An important characteristic of 
exploratory design is its two-phase progression, beginning with qualitative then, changing 
to quantitative in phase two. Further distinction is made between two variations of the 
design, the "instrument development model" (that which Greene, Caracelli and Graham 
referred to simply as development) and the "taxonomy development model" (p. 77). In 
the first variation, the quantitative instrument is based on the fmdings of the qualitative 
part of the study, whereas the second variation is used in identifying variables through the 
qualitative stage that are to be tested in the quantitative instrument. At frrst glance, 
Creswell and Plano Clark's instrument development model would appear to be the one 
upon which the current study's design is based. Closer examination will show, however, 
that the Creswell and Plano Clark model emphasizes quantitative procedures. The 
research does include a quantitative survey instrument in part two that is informed by the 
findings of part one; however, the qualitative investigation in the first phase is secondary 
to the quantitative research in the second phase in that model. The design of the current 
study favors qualitative methodology, as it is in this part of the investigation that the 
benefits of a cappella ensemble singing are explored and brought into a level of 
consciousness. Thus, in the current study, phase one is emphasized. According to 
Creswell and Plano Clark (2007), exploratory design is useful when the researcher wishes 
to obtain an in-depth understanding of the phenomenon and then determine prevalence 
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within a larger context. In the current research, the perceptions of students, faculty 
directors, and graduates are explored through qualitative investigation. Then, the 
perceptions of students and faculty directors are systematically measured over a broader 
geographic region, the states that comprise the Eastern Division of the ACDA. 
Qualitative data obtained from the interviews and observations provides an understanding 
of the phenomenon from the point of view of the participants and the reflexivity of the 
researcher; quantitative data then determines if these understandings are consistent within 
a larger context. 
Design Balance 
Qualitative research is the dominant element in the design of the current study, 
due to the broad nature of the research questions and the emphasis on participant 
meanings (Creswell, 2005). The interviewees own words are what make the qualitative 
phase a vital part of the current investigation. Data from the interviews, observations and 
focus groups are compared in an attempt to create an in-depth examination of the 
phenomenon. Thick description based on the findings that come from these data provides 
the reader with a depth of understanding related to the topic. That being acknowledged, 
the quantitative phase remains an important contributor to the investigation, as it serves to 
explain relationships between data that were explored and discovered in the qualitative 
part of the investigation (Creswell, 2005). The Mann-Whitney U Test and the Wilcoxon 
Test provide statistical comparison between groups of individuals that would not have 
been possible with a qualitative only approach to this phenomenon. Regarding the 
balance of qualitative and quantitative in the development model, Greene, Caracelli and 
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Graham (1989) suggested two different but interactive approaches, which are 
implemented sequentially and which address the same phenomenon. The authors 
recommended equal emphasis on each approach: " .. . strong development designs use 
dissimilar methods of equal status" (p. 267). As mentioned previously, Creswell and 
Plano Clark (2007) distinguished between exploratory designs that emphasize 
quantitative from those which stress qualitative. In Creswell's instrument development 
model, the quantitative method is emphasized, with the qualitative simply providing the 
data needed for the questionnaire. The interaction between the two genres in the current 
study resides in the principle that they share a common phenomenon - perspectives on 
the benefits of a cappella singing. That interaction is carried out at the point of the 
intersection of the two phases, which first occurs where the findings of phase one are 
used in developing the instrument in phase two; then, it is found again when the 
qualitative and quantitative intersect for a second time in the interpretation. (see Figure 
1). Whereas each mode of research would have made an essential and unique 
contribution to understanding the nature of the perceived benefits of a cappella singing, it 
is the fact that they are connected through content and purpose that gives the mixed 
methods design of the current study its strength. 
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Figure 1. Research Design. Curved arrows indicate the interconnectedness of the tasks in 
qualitative research procedures. Heavy borders highlight points of intersection between 
qualitative and quantitative phases . 
A Brief History of Mixed Methods 
Mixed methods research is relatively new to the field of educational research. 
Greene, Caracelli, and Graham included examples that date back to the late 1950s, citing 
the multiple methods, ofwhich Campbell and Fiske wrote in 1959 (1989); however, 
mixed methods did not become recognized as a separate design until the latter decades of 
the twentieth century (Creswell & Plano Clark, 2007). Among the scholars that 
contributed to its autonomous position in the realm of present-day research are Greene, 
Caracelli, and Graham, whose work helped to establish a framework upon which the 
mixed methods design would be based (1989). Creswell and Plano Clark separated the 
development of mixed methods into four periods: The first, "Formative," saw the advent 
of mixed methods research lasting until the late 1970s. Second, "Paradigm Debate," saw 
a clash of alliances, stylistic preferences and different world-views, during what began in 
the 1980s and lasted through the 1990s. The third period, "Procedural Development," 
overlapped the previous one, beginning in the late 1980s and lasting through the 1990s. 
Its contribution to mixed methods research was its classification of system types and 
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design models. The fourth period, "Advocacy as a Separate Design," began in the new 
millennium (2007, p. 14). 
The journey of mixed methods design to an separate and accepted mode of 
research continues. Obstacles exist particularly at points of convergence, where 
differences between data types and the interpretation of data become apparent. As a 
result, researchers must justify its use on multiple levels that range from procedural to 
philosophical considerations. 
World View 
Mixed methods research is in accordance with a pragmatic world-view (Creswell, 
2009). The motivation behind the use of mixed methods is located in finding a practical 
way of addressing the issues in the research problem, without necessarily remaining 
within the boundaries associated with either particular genre. The combination of 
qualitative and quantitative methods in the current study addressed each of the research 
questions in a practical manner, one that is in keeping with my personal world-view and 
preferred method of problem solving. 
Advantages of Mixed Methods Design 
Mixed methods design offers researchers the opportunity to address complex 
research problems in a more complete way, combining the strengths of both quantitative 
and qualitative research genres in order to better understand the issues at hand. Creswell 
and Plano Clark (2007) outlined six advantages to using mixed methods design, including 
offsetting the shortcomings of either quantitative and qualitative research, providing more 
comprehensive evidence, addressing research questions more completely, encouraging 
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collaboration among researchers in each genre, promoting multiple world views, and 
encouraging practicality in the use of everything possible to address the phenomenon (pp. 
9-10). Among the advantages of using a mixed methods design in the current study is the 
issue of practicality. Mixed methods research is in accordance with a pragmatic world-
view (Creswell and Plano Clark, 2007). The combination of qualitative and quantitative 
methods in this study reflects an attempt to address each of the research questions in a 
practical manner. Additionally, soliciting the point of view of both students and 
instructors represents a cooperative approach to addressing educational issues. 
Challenges in Mixed Methods Design 
Mixed methods design is relatively new as an accepted and valid research genre. 
As a result, its justification in research is more involved than with other genres. 
Researchers must outline rationale for using two genres instead of only one. Therefore, 
knowledge of both qualitative and quantitative methods is required. The length of time 
that is required to conduct a mixed methods study is considerably longer than that of 
either a single quantitative or qualitative design. Researchers encounter challenges in 
presenting mixed methods research in a way that would be acceptable to a mixed 
audience of researchers (Sandelowski, 2003). Analysis of data requires the researcher to 
become fluent in two research languages, one associated with verbal description and the 
other based on mathematical statistics. Use of technology in the treatment of data requires 
proficiency in both inductive and deductive processes. The researcher's role changes 
within the course of the study, as in the transition from a subjective mode that is found in 
the qualitative phase to one where objectivity is paramount. Writing style that is 
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associated with each genre is different. For example, qualitative research employs a 
liberal use of quotes, which becomes the basis of the thick description that makes up the 
researcher's report, whereas the use of numbers is provides the comparative essence of 
quantitative research. 
Treatment of Data 
Given the sequential nature of the exploratory design and the fact that an 
instrument based on the findings of one is developed for use in the other, the need for 
separate data collection and analysis in the current research is obvious. The options 
increase , however, when considering which data will be used to develop the instrument 
or when determining how to bring the data from each stage of the inquiry together in the 
interpretation. Creswell (2009) described three processes in which the two data sets may 
be mixed . First, data analysis of phase one may be connected to the data collection of 
phase two, causing an intersection of the two parts of the design- as in the current study. 
Secondly, integration may occur through the merger of one data set with the next. This 
strategy is usually employed when the qualitative and quantitative stages of inquiry are 
taking place concurrently. In the third method of mixing, data may be embedded, which 
arises when one type of data collection is primary and the other secondary. The function 
of the secondary data set is to provide support for the more dominant one (p. 208). In the 
current study, qualitative data that was analyzed during the coding procedure in the first 
stage has been mixed with data collection of the second stage through the process of 
intersection. Phase one data has produced themes, which were identified, grouped into 
like topics and translated into items on the survey. The report includes an interpretation 
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of the entire analysis, whereby the qualitative and qualitative results are presented 
separately as two distinct phases (p. 220). 
Sources 
Sources that have provided useful information in sculpting the methodology of 
the current research include Creswell (2005, 2009); Creswell and Plano Clark (2007); 
Gall, Borg and Gall (1996); Caracelli, and Graham (1989); Greene (2007); Onwuegbuzie 
and Teddlie (2003); Patton (1990); Teddlie and Tashakkori (2003); and Trochim and 
Donnelly (2007). Several authors offered insight into the design and methodology of 
mixed methods research. Creswell (2005) provided in-depth discussion of survey 
research, including identification of problems that are commonly associated with survey 
design construction. Onwuegbuzie and Teddlie (2003) outlined various design models in 
mixed methods research. Creswell and Plano Clark (2007) explored various models of 
mixed methods research, as well as the variations within each model. Creswell (2009) 
articulated step-by-step procedures that are useful in developing a mixed methods design. 
Greene, Caracelli, and Graham (1989) placed mixed methods within the context of other 
research genres and gave a perspective on its development. Greene (2007) considered the 
nuances and challenges of analysis in mixed methods research. Teddlie and Tashakkori 
(2003) gave an in-depth account of the history of mixed methods research that included a 
discussion of its philosophical underpinnings within the second half of the twentieth 
century. In addressing issues that have faced mixed methods research throughout its 
advent as a genre accepted by the research community, the authors also discussed mixed 
methods' "paradigmatic foundations," where they considered the confluence of 
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quantitative and qualitative genres within the context of a single research project (pp. 17-
18). Trochim and Donnelly (2007) explained, in detail, survey design, development, 
procedures and analysis. Gall, Borg and Gall (1996) included considerable discussion on 
sampling procedures, including identifying a target population, and selection of 
participants in qualitative and quantitative designs. Patton ( 1990) provided in-depth 
discussion of qualitative data collection and analysis, including procedures involved in 
coding and thematic development. 
Phase One Methodology 
The qualitative phase of mixed methods research design centers on exploring the 
phenomenon deeply and holistically according to the understandings of the participants 
as they are interpreted through the reflexivity of the researcher (Creswell, 2003). What 
follows is a description of the methodology used in collecting data from participants in 
the face-to-face, open ended, semi structured interviews, student focus groups, and my 
observations of collegiate-level vocal ensembles of varying degree of size and type. 
Some of the observations were of traditional, curriculum-based choral groups, whereas 
others were of popular student-run ensembles specializing in contemporary collegiate a 
cappella. Data from the qualitative phase have informed the questions on the survey 
instrument, which facilitates data collection in phase two. The objective in phase one has 
been to draw out participant attitudes with the intention of identifying what the benefits 
of a cappella singing are to undergraduates, and to understand which of these benefits are 
most significant and uniquely attributable to engagement in a cappella singing. 
The interconnectedness of the various stages of qualitative research is such that 
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the researcher moves freely between data collection and analysis in an effort to create a 
comprehensive inquiry into the phenomenon (see Figure 1). In accordance with the 
emergent nature of qualitative research design (Phillips, 2008), data from the interviews 
and observations in the current study have been analyzed within a timeframe concurrent 
to their collection procedures. Codes and themes that emerged have been subject to 
further analysis and alteration through the process of member checking, which is 
described in detail later in this report, under the heading Trustworthiness and Reliability. 
Findings from the analysis of the initial data have been used in determining the path of 
the ongoing research. Specifically, the interview protocol has been altered to reflect 
important questions that have come out of the researcher's notes and analysis of the raw 
data from previous interviews and observations. 
Site and participant selection. Purposive sampling (Orcher, 2005) was 
employed because it allowed the selection of site and individual participants based on 
their anticipated contributions to the study. This phase of the study targeted students, 
faculty directors, and recent graduates, who were employed as primary and secondary-
level music teachers at the time of the interviews, from public and private four-year 
colleges and universities in four states within the northeast region of the United States. 
Participants in this study were chosen based on my prior knowledge of their engagement 
in ensembles that sang a cappella repertoire. The colleges and universities with which 
these individuals were associated ranged from small to large, based on criteria from 
College Board, an online search engine of colleges and universities throughout the United 
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States.5 Nine institutions were represented in the study. At the time of the study, all of the 
colleges and universities that were investigated sponsored at least one faculty-led choral 
ensemble that rehearsed and performed unaccompanied music. Most institutions were 
known to have student-led contemporary a cappella ensembles. Sites were chosen based 
on my personal knowledge of the choral ensembles in the northeast region and through a 
process referred to as snowball or chain sampling, a type of purposive sampling that 
relies on the referrals of well-informed individuals in determining the selection of 
additional cases to study (Patton, 1990). Three types of participants were selected for the 
interviews and student focus groups from each of these institutions: undergraduate 
students, faculty directors, and graduates of three to five years who were actively 
teaching music in schools at the time of the interviews. Additional participants in the 
study included (in observation) the traditional choruses and/or contemporary a cappella 
ensembles from five of the nine institutions represented in the study. Three of the faculty 
directors who were interviewed in this research also were observed in chorus rehearsal. 
Eight faculty directors were chosen for their anticipated contributions related to 
their work with a cappella in the ensembles that they had taught. All faculty directors 
were actively teaching at the time of the investigation, and had experience conducting 
both large choruses of 80 singers or more and small chamber ensembles of less than 30 
members. One participant taught both a traditional chorus and a mixed gender 
contemporary a cappella group. 
5 Institutions in the small category are those that have student populations of fewer than 
2000. Medium-sized schools range from between 2000 and 15,000, and large institutions 
matriculate more than 15,000 students (College Board, 2010). 
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Four of the five graduate interviewees were identified through the 
recommendations of their former college directors, who were participants in the study. 
One additional graduate not associated with the initial selection of colleges and 
universities was referred to me as a worthwhile participant by another interviewee in that 
group. Graduates were required to have been teaching school music at grade four or 
higher for three to five years. The objective was to pursue a perspective that was based on 
both teaching and singing experience. I felt that music teachers fairly new to the 
profession would be able to reflect on their personal undergraduate experiences as well as 
comment on the use of a cappella singing in their own classrooms. The primary 
instrument of three participants was voice; two were instrumentalists who had sung 
regularly in their undergraduate ensembles. 
Students were chosen based on recommendations by their choral directors or their 
fellow students. I sought participants of diverse class standings and who were engaged in 
a cappella ensemble singing at the time of the interviews. The goal was to interview 
students identified by their instructors as "good sources of information" (Orcher, 2005, p. 
48), and at various stages of engagement in unaccompanied singing. Most participants, 
who were interviewed individually or within the context of the focus groups, were 
sophomore level or above. Only a few members of the freshman class were represented 
in the study. Six students were interviewed individually and an additional twenty-six 
participated in one of three focus groups, which consisted of seven, nine and eleven 
individuals, respectively. All three focus groups were intact, meaning that they existed as 
a group prior to being selected to participate in this study. One was comprised of the 
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members of a class in singers' diction; the other two were contemporary a cappella 
ensembles. Students in the diction class (a group of seven students) participated in 
traditional a cappella ensembles that were sponsored through the music curriculum at 
their school. All of the students in the class were of sophomore status and were either 
vocal performance majors or music education majors whose primary instrument was 
voice. All had also participated in ensembles in high school that sang traditional 
unaccompanied music. Two of the seven students were involved in a contemporary 
ensemble at the college. 
The first of the contemporary a cappella ensembles interviewed (contemporary 
majors' ensemble) consisted of eleven music majors and one psychology major; however, 
only nine were available to participate in the focus group. Membership was comprised 
mainly of upperclassmen and one freshman. This was a mixed ensemble, with an even 
distribution of male and female voices. The ensemble was student-led and directed, 
carried no course credit, and functioned essentially as a student organization, outside of 
the purview ofthe music department. The group's connection to the curriculum at the 
college was primarily promotional. Given the high percentage of music majors that made 
up its membership, the ensemble was regularly called upon to represent the music 
department in performances on campus, at area high schools, and in other community 
venues. 
The contemporary majors' ensemble rehearsed in a classroom with windows, a 
white board, piano, and a computer that was used for listening to original recordings of 
the songs that they were singing. Group members read from printed sheet music and 
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often arranged in real time by improvising parts within the context of the rehearsal. 
Students had rehearsed their parts on their own by playing them on the piano individually 
~and in small groups. They used rehearsal time to put the various voices together - often 
as many as eight parts at once. Several of the ensemble's musical arrangements had been 
created by one of its members, who had made his debut as an arranger as a result of his 
involvement in the group. Other selections that were part of the ensemble's repertoire had 
been purchased online and rearranged to fit the membership of the group. 
The second ensemble interviewed was faculty-directed, though officially 
recognized by the university as a student club. This designation was due to the fact that 
the institution did not sponsor a music curriculum. One of the group's two weekly 
rehearsals was faculty-led; a student director led the other. All eleven student members 
were present during this focus group. The faculty director was not in the room; however, 
the student director was present. The membership of this group consisted of students of 
various academic interests with less training in music compared to the group of mainly 
music majors. Due to the limited music reading ability of many of its members, this 
ensemble relied heavily on repetition and digitally recorded parts to supplement the 
mainly rote learning that took place in the rehearsals. Despite its restrictions in terms of 
reading notes and rhythmic patterns, group members possessed an impressive 
understanding of the differences in stylistic vocal nuance between traditional and 
contemporary a cappella singing. (This was not as evident in the group made up of music 
majors.) Students in the non-major group eagerly credited the faculty director in helping 
them to acquire the tone quality and expressiveness with which they sang. 
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Five observation sites were selected based on purposive sampling with particular 
interest in their sponsorship of ensembles that engage in a cappella singing in rehearsals 
and performance. I attempted to find ensembles that consisted of students at various 
places in their undergraduate studies. This was verified prior to the date of the 
observation in a conversation with the director. An attempt was also made to observe 
choirs at schools in rural, suburban and urban settings, as designated by their description 
on the College Board website. I also tried to diversify the sample by type of institution, 
such as Ivy League, state college, state university, and private university; by size of 
ensemble, including, under 20 members, 21-40 members, and over 40 members; and by 
genre, including both traditional and contemporary ensembles. Observations took place at 
one regularly scheduled rehearsal of each of the five ensembles, between mid-October 
and mid-November 2010. The specific starting time of each observation varied according 
to group schedule; however, all were in the evening. Observations lasted for the duration 
of the rehearsals; most were approximately an hour and thirty minutes in length. All 
rehearsals took place in dedicated rehearsal spaces, with the exception of one of the 
contemporary a cappella groups, which rehearsed in a classroom that had a piano. 
Data collection. Qualitative research is emergent in design and process, implying 
that the questions of the investigation might change as the researcher receives and reflects 
on data that is meaningful to the participants involved in the study (Creswell, 2005). 
Throughout the data collection process, the original interview protocol has been 
augmented to include topics raised by participants in either the individual interviews, 
focus groups, and from data collected in the observations (see Appendixes E, F, G, J). 
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The result is a circular, interconnected relationship ofthe study' s three fundamental data 
sources with continuous emergence of protocol content (see Figure 2). 
Figure 2. Continuous Emergence of Qualitative Data during Collection Procedures 
Interviews provided the main source of data collection in the first phase of the 
research. This investigation consisted of 18 face-to-face, open-ended, semi-structured 
interviews with additional data drawn from observations of one rehearsal of five college-
level vocal ensembles, and three student focus-group interviews. Five graduates, six 
students, and seven faculty directors were interviewed individually. An in-person 
interview was the preferred format as it allowed assessment of participants' facial 
expressions and body language for a more complete understanding of the intent behind 
their responses to the interview questions. This, however, was not possible with one of 
the graduates within the timeframe of the other data collection in phase one. As a 
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substitute for an in-person interview in this case, a videophone connection was employed 
using Skype, which allowed observation of the interviewee's facial and body expressions 
during the discussion without being in the same room. 
Semi-structured interviews have either a set of questions or a list of topics 
(Orcher, 2005) that guide the content and direction of the discussion. The researcher asks 
questions, which are followed by probes that draw out additional information related to 
the topic (p. 131 ). Open-ended refers to the type of questions that comprise the interview. 
The style of questions that have been used mainly in this research were those that 
required the participant to elaborate when answering (see Appendixes A-C). Question 
four on the interview protocol asks participants to choose from a list of skills that are 
affected by a cappella singing. To avoid making participants attempt to recall all six skills 
when making their choices, a paper list has been provided for reference 
(see Appendix D). 
The interviews began with a brief overview ofthe project and explanation of the 
role of the participant in the research process. A document describing the project was 
presented to the interviewee, according to the requirements ofthe Boston University 
Institutional Review Board's Requirements for Exempt Review (see Appendixes H, I). 
Participants were informed that their contribution to this research would contribute to an 
understanding of current perceptions of students and instructors on the benefits of a 
cappella singing, which may serve to influence subsequent research and improve the 
educational experience of undergraduate music majors. Interviewees were given a copy 
of the participant information document to keep for their records. 
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Interviewees were then asked if they would allow the interview to be audio-
recorded for convenience and accuracy in transcribing the data. A small, unobtrusive, 
digital recorder (Olympus Digital Voice Recorder model WS-210S) was used for this 
purpose. Whenever possible, the recorder was positioned somewhat off to the side of the 
face-to-face exchange, in order to keep it from becoming a focal point during the 
interview. This was done in an attempt to create an atmosphere of amiability and to 
lessen the possibility of microphone shyness on the part of the interviewee. 
Interviews were conducted in a variety of settings depending on the type of 
interview (i.e., student, faculty director, graduate); most occurred in an academic setting. 
The objective was to find a place that encouraged comfort on the part of the individual 
interviewee. All student interviews took place in classrooms with windows, making the 
interview visible to passersby. Interviews with faculty directors and graduates took place 
in office settings or coffee shops. One particular interview with a recent graduate 
employed the use of Skype, as previously explained. I encouraged faculty directors and 
graduates to name the place in which to meet. Some opted for off-campus settings. 
Interviews were approximately 45 minutes in length, as pointed out in the preliminary 
information that I read to each participant at the beginning of the session. 
To establish rapport with participants, the interview began with one or two 
questions designed to make the interviewee feel comfortable. These were spontaneous 
and tailored to the individual. For example, with student participants, topics included a 
brief discussion of the styles of music that they enjoy singing the most. This discussion 
was followed by questions related to demographics. For students, that included topics 
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such as major, class standing, and when they first began singing a cappella in an 
ensemble. If the participant was a faculty director or recent graduate currently teaching 
music, there was a brief discussion of the length of time that s/he had been in their current 
position. In addition to seeking pertinent information, these questions served to establish 
a convivial working relationship between participant and researcher. 
An emergent instrument. A pilot of the initial interview protocol was carried out 
prior to the time of the interviews. "Pretesting the interview" provided useful data to 
mitigate the bias to which interview research is susceptible (Gall, Borg, & Gall, 1996, pp. 
316-317). Two students, one graduate, and one faculty director presented verbal feedback 
within the context of separate interviews. Preceding the pilot, the interview protocols for 
students, faculty directors and graduates had been reviewed for content and applicability 
by members ofthe faculty in Music Education at Boston University as part of my 
dissertation proposal in February 2010. The protocols that emerged through that process 
plus the pilot interviews became the initial interview protocols (see Appendixes A, B, and 
C) that were used in the study. Following the pilot, I had consulted with a research expert 
for additional insight into the interview process, in anticipation of the survey in phase two 
ofthe study. 
Interview questions followed a similar protocol for students, graduates, and 
faculty directors; however, the questions were adapted specifically to the role of members 
in each group and to draw responses from interviewees that were meaningful and well 
informed. For example, question one was worded somewhat differently on the faculty 
version of the interview protocol than on the one for students and graduates. During the 
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course of the initial interviews, I had adjusted the student and graduate protocols to 
include the question, "What is your philosophy on the use of a cappella singing in your 
ensembles?" (see Appendix A, No. 1) This adjustment came in response to 
philosophically oriented responses that I had received from both students and graduates, 
and my anticipation of the need for consistency in verbiage for questions that would 
eventually become part of the survey questionnaire. (It would have been difficult to 
compare the responses of students and faculty directors unless the same question had 
been asked of each.) I soon came to realize that this question in its current form was more 
appropriate for faculty directors than for students and graduates, as it appeared somewhat 
intimidating to individuals in the latter groups. For these participants, especially students, 
asking them to comment on the philosophical underpinning of the use of a cappella in 
ensembles in which they sang might have gone beyond the scope of that on which they 
were able to formulate an informed response. After sensing reluctance to respond, I gave 
more specific prompts that led to the amendment of this question into more of a narrow 
and specific format: "Tell me about your experiences in a cappella singing." The 
amended version of the question collected background data and helped to create a more 
relaxed interaction between researcher and participant. (see Appendixes B, C, No. 1). 
Students and graduates appeared to enjoy having an opportunity to talk about their 
experiences and to speak to any aspect of unaccompanied singing that they wished. 
Due to the fact that the term "a cappella" encompasses a variety of experiences 
that elicit a wide range of pre-conceived understandings related to musical genre, 
learning modes, group dynamics and performance techniques, it became clear that 
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interviewees should be asked to identify the type of a cappella singing in which they had 
participated. Many of the responses by students and graduates were based on their 
experiences in contemporary collegiate a cappella. Others considered both contemporary 
and traditional genres. Still others referred only to the traditional genre. The type of a 
cappella singing to which students referred was not necessarily connected to major, as 
most students in both individual interviews and focus groups had experience singing in 
both genres. Rather than steer the interviews in a direction toward a particular type of a 
cappella singing, I felt it advantageous to follow the principles of qualitative research and 
allow participants to speak to that with which they felt was most familiar. The question 
"What styles of a cappella have you sung?" was added to the interview protocols for 
students and graduates (see Appendixes E, F, No.8). Similarly, "What styles of a 
cappella have you taught?" (see Appendix B, No. 8) was added to questions asked of 
faculty members. Graduates were given this inquiry in two forms, each related to a 
different aspect of their engagement with a cappella: The first is within the context of the 
question, "Do you use a cappella singing in your teaching?" This question had a follow-
up prompt that attempted to identify the specific styles of a cappella that were taught. 
Secondly, graduates were asked to identify the styles of a cappella singing, in which they 
had been personally engaged in college (see Appendix F, Nos. 10, 11). 
The original inquiry was further adapted to accommodate the experiences of the 
specific constituents. For example, relevant to the question that asked, "Do you use a 
cappella singing in your teaching? If yes, why? If no, why not?" I felt that students were 
not necessarily in a position to be able to comment on methods used in their teaching, 
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unless they were involved in some aspect of music education that provided them with 
experience of that kind. Graduates, however, being only a few years out of college, were 
in the unique position to speak to both their own experiences and that of their students. 
This question would not have been necessary to ask of faculty directors, as they had been 
purposively selected to participate in this study due, in part, to their use of a cappella 
singing in their ensembles. 
Questions that were added to the protocols of all three groups included topics 
related to the use of a cappella singing in rehearsal and the value of the a cappella 
ensemble compared with other sources of training. Among the initial questions on this 
topic, was one that addressed the use of a cappella in vocal exercises. For students and 
faculty directors: "Is a cappella singing used in choral warm-up and training exercises?" 
"If yes, for what reason?" For graduates: "Was a cappella singing used in choral warm-up 
and training exercise while you were an undergraduate?" If, yes, for what reason?" The 
next question asked about the use of a cappella in rehearsing accompanied repertoire. For 
students and faculty: "Is a cappella used in learning and rehearsing music that was 
intended to be performed with accompaniment? If yes, for what purpose?" For graduates: 
"Was a cappella used in learning and rehearsing music that was intended to be performed 
with accompaniment while you were an undergraduate? If yes, for what purpose?" As 
seen in Appendixes E, F, and G, this was asked of students and faculty directors in 
reference to their present choral experiences, and inquired of graduates in reference to 
their experiences while they were an undergraduate student. The reason that these 
questions were included in the amended protocol is due to the fact that each addressed the 
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use of a cappella in rehearsal more specifically, allowing effective comparison of 
responses between groups. 
A comparison of a cappella ensemble singing, individual lessons, and the ear 
training element of music theory class as a means of developing musical skills was 
addressed in the following questions for students and graduates: "Does singing a cappella 
in an ensemble reinforce what you have learned in your individual lessons?" and "Does 
singing a cappella in an ensemble reinforce what you have learned in the ear training part 
of music theory?" (see Appendixes E, F). Each ofthese items explored the possibility of 
a connection between the choral ensemble and other sources of musical skill 
development. As a result of participants' connection of the three training sources, I was 
convinced that these questions should also be included in future interviews. 
Students were also given the question, "Has your interest in a cappella ensemble 
singing changed or stayed the same during the course of your undergraduate studies? If 
yes, has your interest increased or decreased? Please explain." (see Appendix E, No. 9). 
This question evolved from a follow-up prompt to the question on the original protocol of 
all three groups that probed, "Do you fmd that singing a cappella music is more 
challenging than singing music that is accompanied by piano or other instruments? 
Please explain." (see Appendixes E, F, G). This part ofthe inquiry allowed students and 
graduates the opportunity to place a value on the a cappella experience. My initial 
reasoning behind not including the question regarding student interest levels on the 
protocol of faculty directors was to avoid the speculation that I saw would be required of 
these individuals in commenting on their students' attitudes toward a cappella singing. I 
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felt that data related to that question would be more solid coming from those individuals 
who were the true stakeholders. Following phase one of the study, I reconsidered the 
usefulness of this question to the study and decided to include it on the questionnaire in 
phase two. The reason for the change was to address the second of the research questions 
that called for comparison of the responses of students and faculty directors. 
Included on the protocols for all three groups were two additional questions 
related to the value of engagement in a cappella singing for music education students: 
"Should a cappella be experienced both by both instrumental and vocal students that 
intend to become music teachers?" This query was used as a complement to the question 
that appears on the original protocol in all groups, "To what extent is engagement in a 
cappella necessary for music education students' preparation as teachers?" My initial 
inclination was to add the question to only the discussions with faculty directors and 
graduates, as I doubted whether students were in a position to be able to comment on the 
appropriateness of engagement in a cappella for instrumental students. In keeping with 
the concept of emergent design that is associated with qualitative research, I was prepared 
to withdraw the question from the student group, if I had found it to be inappropriate. 
However, most of the students, including those that were not music education majors, 
were able to make insightful observations based on their experiences in their high school 
ensembles. Many in the individual interviews, as well as several more in the focus 
groups, were music majors- vocalists and instrumentalists- and could address the 
question first-handedly. I did observe uneasiness in two of the student interviewees to 
whom I had presented those questions. A possible reason for that unease might have been 
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that these students were not music majors and had no context upon which to base their 
responses. For these individuals, I found it appropriate to skip this part of the inquiry. By 
contrast, faculty directors and graduates were able to base their responses on their 
teaching experience and, for some, on their personal experiences as instrumentalists that 
had engaged in singing a cappella. 
The amendment of the interview protocol resulted from and contributed to a range 
of discussions that were not part of the original plan. In response to the emergent nature 
of qualitative research, the analysis of interview data was carried out during the same 
timeframe that the data were being collected. Findings from this analysis then informed 
the topics of subsequent conversations. The amended protocol, which reflected the 
changes and additions to the initial protocol, emerged over the course of the study. As a 
result, many of the changes that came as a result of the first interviews and focus groups 
only affected those sessions that followed. As participant responses were analyzed and 
deemed to be valid to the collection process, the protocol of each group was then 
amended. The resulting order of interview questions may be examined in Appendixes E, 
F, and G. 
Demographic information. Initial items on the protocols of all three groups 
sought background information from each of the participants. This mainly consisted of 
demographic items, such as name, date of interview, group designation, start and end 
times, institutional affiliation, roles and responsibilities at that institution, major 
(students) and the nature of participants' engagement in a cappella singing. Whereas this 
information was not the main focus of the interviews, obtaining knowledge of 
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interviewees' backgrounds did contribute to a more complete understanding of those 
involved. That understanding helped to assess the perspective from which each 
participant responded. For example, through responses to the question "What styles of a 
cappella have you sung?" (see Appendixes E, F, G, No.8), I was able to ascertain the 
type of a cappella singing in which each participant was/had been engaged. The result of 
this part of the inquiry led me to discover that five of the six students were presently 
engaged in contemporary collegiate a cappella singing. At the time of the interview, one 
engaged only in contemporary styles, though she had sung extensively in traditional a 
cappella ensembles in the past. All seven of the faculty members directed traditional a 
cappella; however, one also taught a contemporary ensemble. She and one additional 
faculty director had sung in non-traditional styles, including jazz and barbershop, though 
neither had engaged in the contemporary collegiate genre. Graduates also came from a 
variety ofbackgrounds, with two out of five interviewees having sung in contemporary 
collegiate a cappella while in college, in addition to engaging in the traditional 
unaccompanied ensembles that were part of their program in music education. 
Focus groups. All three focus groups were intact. Two of the three were 
contemporary ensembles; however, most of the students in these groups also engaged in 
traditional ensembles at the time of the interviews. The third focus group was an intact 
class in singers' diction that was comprised of music majors, all ofwhom were in 
traditional curricular ensembles. Additionally, two of the seven students in that focus 
group also sang in contemporary collegiate a cappella. The initial protocol of the three 
focus groups contained generally the same set of questions as the individual student 
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interviews, but addressing them all was not possible within the time allotted. Respondents 
raised a number of interesting points of discussion that needed to be given ample 
attention in order to be adequately developed rather than to be cut short for the purpose of 
adhering to the original protocol. Gall, Borg and Gall (1996) defmed the focus group 
interview as "a type of interview involving an interviewer and a group of research 
participants, who are free to talk with and influence each other in the process of sharing 
their ideas and perceptions about a defined topic" (p. 760). This was certainly the case 
with each of the focus groups in this study, as participants often coordinated their 
responses to the questions that were asked. The cooperation that took place between 
group members resulted in many interesting ideas that led to the expansion of the student 
protocol and eventually contributed to the content of the survey in phase two of the study. 
For example, the two focus groups with contemporary a cappella ensembles brought 
excellent considerations of vocal technique into the discussions, related to the type of 
tone quality that is used in this particular genre that distinguishes it from traditional 
choral music. The group comprised mainly of music majors asserted that the vocal 
registration required of them in singing contemporary a cappella was similar to that 
which was taught in their voice lessons. Discussion of this topic led to the logical 
inclusion of an interview (and survey) question that examined the possible reinforcement 
of that which is learned in the individual lesson: "Does singing a cappella in an ensemble 
reinforce what you have learned in your individual lessons?" (see Appendixes E, F, G,). 
This question was then added to the remaining individual interviews, focus groups, and 
was later included on the survey questionnaire. 
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Giving sufficient liberty in the development of participant-generated topics in the 
focus group interviews was further productive in the emergence of design and content 
that shaped this study. Relevant to that topic, Trochim and Donnelly stated, "These 
methods [focus groups] can be used to generate as many ideas on a topic as possible and 
to achieve consensus in a group" (Trochim and Donnelly, 2007, p. 148). My experiences 
in conducting the three focus group interviews were such that I was witness to the 
generation of many ideas that led to consensus among group members, as Trochim and 
Donnelly pointed out. By contrast, there were also many instances when group members 
disagreed openly with one another. It was clear that consensus opinion in these focus 
groups was not students' main objective. This possibly had to do with the fact that all 
three of the focus groups were intact. The students in each group knew each other and 
had already established bonds of comfort that allowed them to speak out without 
trepidation. They were respectfully supportive of each other but were also willing to 
disagree in ways that were constructive, adding to the quality of the discussions. For 
example in a discussion regarding the specific musical skills that were most developed 
within the context of a cappella ensemble singing, individuals spoke freely of their 
experiences, often drawing lines of distinction from the experiences of other group 
members. Student participants appeared comfortable expressing their thoughts, perhaps 
even to a greater degree than those in the individual interviews. This was possibly due to 
the student inter-relationships that had pre-existed the focus group interviews and that the 
students felt a certain amount of"safety in numbers." Willingham (2001) found that 
interdependency and safety were two important attributes of the common bond that 
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existed between choir participants. As two of the three focus groups were actual 
ensembles, the interdependency and safety that Willingham described were apparent in 
the interviews. 
Observations. Direct observations of rehearsals of both traditional choral 
ensembles and contemporary a cappella groups contributed to depth of understanding in 
this phase ofthe current study by providing an opportunity for researcher reflexivity that 
was different from the perceptions found in the individual interviews and focus groups. 
Five college-level ensembles were observed; three were traditional choral ensembles, two 
were contemporary a cappella groups. 
Trochim and Donnelly (2007) have posited that direct observations involve the 
surveillance of participants where the researcher views from a distance, attempting to 
remain as unobtrusive as possible and does not become an active participant in the group 
(p. 147). In an attempt to remain unobtrusive, I positioned myselfwell out ofthe way of 
the learning environment. Usually that meant sitting off to the side or at the rear of the 
rehearsal room but still within the range where I could clearly hear the director's 
comments and students' questions. My presence was acknowledged, at four out of the 
five observation sites, either by the director, or (in the case of the student-directed 
ensemble) by the contact person with whom the observation arrangements were made. 
The site at which I remained anonymous was unique in that the group and I were 
separated physically in the setting of the performance hall where the rehearsal took place. 
The ensemble was located on the stage four feet above where I sat in the first row of the 
audience seating. At this particular site, there were other observers located in the same 
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general area. These were mainly other students, who were not participating in the 
rehearsal. Students in the ensembles at the remaining sites were aware of my presence 
and understood my reasons for observing them. Despite my attempts to remain 
unobtrusive, there was considerable risk that my presence affected both the instructor and 
the students at all five sites. Gall, Borg and Gall (1996) found the researcher' s presence 
to be a disadvantage of observation as a research method: "Another problem with 
observation is that the observer often changes the situation being observed, albeit 
unintentionally." (p. 329). 
Procedures of analysis. Data from the eighteen interviews and three student 
focus-groups were digitally recorded, electronically stored as W A V files on the hard 
drive of the my computer, and manually transcribed into Microsoft Word. Following each 
interview, I reflected on participant meanings and interpreted them in the form of written 
field notes. These notes were added to the computer file along with the verbatim 
transcription. Data from the five observations were drawn through my personal 
reflections based on an observation field guide that I had prepared in advance (see 
Appendix J). 
Establishing an ongoing approach to data analysis is common in qualitative 
research, as the process allows design and content to emerge throughout the study. The 
data that are collected and analyzed at one point in the research informs the procedure for 
future data collection (Gall, Borg and Gall, 1996). Creswell described a process for 
handling data where the information that is gathered is organized according to type, such 
as interview, focus group or observation, transcribed into a word processing program, and 
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then analyzed either by hand or computer program (Creswell2005). Patton (1990) 
advocated using one of two approaches to analyzing raw data: The first, case analysis is 
centered on data that has been collected from a single individual or site. The second, 
cross-case analysis favors grouping together responses from multiple participants on 
common questions for purposes of analyzing the similarity or diversity of various 
perspectives. Case analysis is individual-focused, whereas the cross-case analysis is 
centered on issues. 
Cross-case analysis was the preferred approach in the current study, given that the 
nature of the research was issue-based, and not centered on particular individuals. The 
perceptions of groups of individuals were compared in an attempt to establish an 
understanding of the phenomenon. Analysis included a multi-stage process following 
procedures considered to be standard in qualitative research (Creswell, 2005, see Figure 
3). 
The process began by organizing the raw data according to type and then 
transcribing in into a word processing program. Data from the individual interviews were 
separated from focus groups, which were separated from observation data. My initial 
analyses took place during the time of collection, in keeping with the cyclical process 
(Creswell, 2005). An inductive method of analysis was used to determine themes (Orcher 
2005, p. 70; Rossman and Rallis 1998, p. 178), based on the interview questions.6 
6 Inductive method refers to a process that is common in qualitative research where 
results emerge through the data analysis. This is often referred to as "bottom-up 
reasoning" (Trochim and Donnelly 2007). 
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• Interviews recorded 
• Researcher's Field 
Notes • Data separated by type 
• Transcribed verbatim 
• Researcher assigned 
labels 
• In Vivo Codes 
Figure 3. Sequence for Qualitative Analysis in Phase One. 
• Between" Participants 
• Between Groups 
• Between Items 
.. Comparison of themes 
.. Thick Description 
Codes were assigned to the responses of each of the three groups of individuals: students, 
graduates and faculty. Emerging themes were sought at the following two levels: between 
groups, and between items on the interview protocol. 
Participants raised issues related to the benefits of a cappella singing that were not 
included on the interview protocol. These were tied to both musical and non-musical 
concerns, such as students' personal interest in ensemble singing as a result of singing a 
cappella. In an attempt to keep the design and content of the study centered on participant 
meaning, I evaluated the issues that surfaced during the interviews, focus groups, and 
observations that were not on the original protocol and then included many of them in 
future data collection procedures. For example, an issue that emerged through the 
analysis of my field notes after an observation was responsible for one of the questions 
114 
on the amended protocol for all three groups. That issue concerned the use of a cappella 
in rehearsing music that eventually would be sung with accompaniment. First revealed in 
my observation of a choir rehearsing a movement from Handel's Messiah, I reflected on 
the director's use of speech in working out a difficult rhythmic passage. The choir was 
instructed to speak the rhythms of the problematic section of the music using scat 
syllables, without the piano playing along. The result was akin to the use of "vocables" 
(non-sense syllables) in contemporary a cappella. Following that initial reflection, I 
determined that the use of a cappella in rehearsing accompanied music by the piano to be 
applicable to future interview and focus group discussions. I therefore amended the 
protocol accordingly by adding the following question: "Is a cappella used in learning 
and rehearsing music intended to be performed with accompaniment? If yes, for what 
purpose?" (see Appendixes E, F, G). My personal reflections, consisting of field notes 
from observations, interviews, and focus groups were further analyzed for consistency 
with the coded data from the transcriptions. 
Despite the influence that my presence may have had on the singers and directors 
that I observed, the data drawn from these experiences added to my understanding of the 
uses of a cappella singing within the context of the rehearsal. Some ensembles were more 
persistent than others in terms of not relying on the piano to correct pitches or to tune 
chords. My reflections from these observations in the form of field notes added to an 
holistic examination of the meanings that participants brought to this phase of the 
research. In the remainder of this chapter, I have discussed the transition from qualitative 
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to quantitative methods and have described the procedures that I used in implementing 
the survey in phase two. 
Researcher Bias. My personal bias on the benefits of a cappella ensemble 
singing lie in my belief that this performance mode contributes considerably to the 
development of musical skills, including intonation, ear-training, sight singing, tonal 
memory, musical expressivity, rhythmic precision, and vocal range and flexibility, and 
that it is more effective at this development than accompanied singing. Experiences as an 
educator in a collegiate setting have led me to believe that a cappella singing may indeed 
have a positive impact on the development of musical skills ih undergraduate students, 
and that both contemporary and traditional a cappella are capable of developing these 
skills. Further, I am of the mind that engagement in a cappella singing should play a role 
in the training of all collegiate musicians, especially those studying to become music 
teachers. Through the mixed methods investigation in this study, I have sought to explore 
this phenomenon and to provide answers to my research questions. 
Gall, Borg and Gall (1996) suggested that researchers of qualitative studies 
typically control for bias through triangulation, the process whereby one type of data is 
substantiated by data of a different type. The current investigation has included personal 
interviews, focus groups, and observations, all of which have been considered in the 
analysis. Another way in which researcher bias has been controlled in this study is 
through the use of ernie data. Two separate analyses of the interviews and focus groups 
have been carried out, one centered on the use of in vivo codes, which are based on actual 
quotations from the participants, and the other that has used codes derived from my own 
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reflective interpretation of the raw data. Observation data have been analyzed separately 
and then considered within the coding procedures. Any one of these three data sources, 
interviews, focus groups, and observations might have been at risk. For example, despite 
my attempts to remain unobtrusive in the observations, there may have been considerable 
risk that my presence affected both the instructor and the students at all five observation 
sites. Gall, Borg and Gall considered the researcher's presence to be a disadvantage of 
observation as a research method: "Another problem with observation is that the observer 
often changes the situation being observed, albeit unintentionally." (p. 329). Viewing this 
data together with data from the interviews and focus groups has mitigated the effect of 
bias, as described by Gall, Borg and Gall. 
Credibility. Credibility is to qualitative inquiry as validity is to quantitative 
investigation (Orcher, 2005). Both concepts are concerned about the extent to which the 
investigative instrument measures that which it is supposed to measure. However, each 
genre of research is unique in its method of addressing this issue. In quantitative research, 
precautions are taken to be certain that the structure of the investigation is both internally 
and externally valid. The former is concerned with the degree to which other explanations 
are ruled out, whereas the latter is focused on the extent to which apply to beyond the 
boundaries of the sample to a broader population. The specific steps taken to insure 
internal and external validity related to the survey in the current study, are addressed in 
phase two. 
Credibility in qualitative inquiry is achieved in a number of ways, including 
member checking, thick description, bias clarification (Creswell, 2003) and triangulation 
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of data sources (Orcher, 2005). Member checking is a process that is centered on 
accurately representing the "ernie" data that include the perspectives, and language of the 
participants. This is achieved by returning to the interviewee for the purpose of 
verification of the researcher's accuracy in transcribing and reporting the data. 
Interviewees are given an opportunity to review and edit responses that may have been 
misinterpreted or misrepresented by the researcher. This may be accomplished in person 
or by sending a copy of the transcript to each person interviewed. In the latter method, 
participants are encouraged to review the transcription for accuracy, make edits, and 
return the edited transcript to the researcher. 
The process of member checking in the current study began immediately after the 
initial analysis that I carried out following each interview. The file was sent to 
participants by email as a way of verifying that I had represented their opinions 
accurately and fairly. Individuals were given the opportunity to comment on my 
interpretation oftheir statements and to edit or add to any part of the interview that didn't 
accurately represent what they had intended to say. The majority of respondents were 
satisfied with my interpretation of the interview data. The few changes that participants 
made were those that filled out what they had perceived as incomplete responses to 
interview questions. For example, one faculty member who had not given much 
information during the interview on the role of contemporary a cappella in the 
development of the specifically targeted musical skills added to her statements prior to 
returning the file. 
Thick description of the data collection in this phase of the study revealed 
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similarities and differences both between and within groups. I attempted to capture 
participant meanings through the inclusion of ernie data within the interview descriptions. 
Quotations of statements that participants made were at the center of my explanation of 
data collection procedures. These responses were compared with those of other 
individuals within their group, and with the responses of interviewees from other groups. 
I attempted to indicate how prevalent the meaning behind a particular response was 
among interviewees. If a response was unique to a particular person, and at odds with 
others in her/his group, I revealed that this comment did not conform to other responses 
received. 
Researcher bias was addressed in the report, as described above. Recognizing that 
my beliefs, enthusiasm for the topic, and my presence as the researcher may have 
influenced data collection, analysis, and reporting, I felt that it was imperative to give an 
account of my biases toward the development capabilities of a cappella singing early in 
the report. Whereas I attempted to structure the interviews in a way that focused on the 
responses of participants, I understand that my participation in the discussions responses 
could have affected the way in which interviewees described their experiences and 
attitudes. 
Triangulation was defmed by Creswell (2005) as "the process of corroborating 
evidence from different individuals (e.g., a principal and a student), types of data (e.g., 
observational field notes and interviews), or methods of data collection (e.g., documents 
and interviews) in descriptions and themes in qualitative research" (p. 252). In the current 
study, triangulation was achieved by gathering data from different groups of individuals 
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(i.e., students, faculty directors, and recent graduates), and sources including interviews, 
observations, and focus groups. The corroboration of this data was reflected in the themes 
that were found during the process of analysis. Themes were sought between questions 
within each group of participants, and between groups of participants for each question 
on the interview protocol. Corroboration was further explored in the description of the 
data collection procedures by referencing different sources. Using the interview data as 
the primary source of information, I also brought to the discussion data retrieved in the 
student focus groups and from my personal observations of collegiate vocal ensembles. 
Reliability. Reliability in qualitative research is centered on issues of 
dependability. Attempts are made to control the extent of subjectivity in order to insure 
that participants' responses have not been unduly influenced by researchers' 
interpretation. (Orcher, 2005). Orcher suggested the use of more than one kind of 
instrument for collecting the data from a particular source (p. 55). This part of the 
investigation employed the use of personal interviews, focus groups, and observations. 
The use of observation in the current study contributed to the dependability of the 
instrumentation that was employed in the data collection procedures. As the primary 
researcher, I coded all ofthe data. However, the use of member checking, which brought 
credibility to this research, also served to bolster the reliability of the data collection by 
allowing participants to verify my interpretation of the data that had been collected in 
their interviews. Creswell (2005) suggested that member checking involves asking 
participants about "many aspects of the study, such as whether the description is 
complete and realistic, if the themes are accurate to include, and if the interpretations are 
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fair and representative" (p. 252). The checking that Creswell described involved 
consulting participants on the fmdings of the study, either in writing or in interview. In 
the current study, member checking took place at two points in the process. As described 
previously, the frrst took place early in the analysis process, immediately following the 
post-interview analysis. All interviewees were sent a file by email containing my 
interpretation of their responses to the interview questions. Each participant was 
encouraged to make edits before returning this file to me. A second round of member 
checking targeted only selected participants, in an attempt to solicit their consultation on 
the themes that I chose to include in the analysis. One representative from each group 
(student, faculty director, and graduate) was selected for this process. 
The process of moving from raw data to codes, then to themes, and fmally to 
broad themes had brought the research of phase one to the transition point where the 
survey questionnaire was created from the findings of this first phase of the investigation. 
What follows is an examination of the methodology used in the final phase of the study, 
including sampling procedures, pilot development, questionnaire distribution, data 
testing, and analysis. 
Phase Two Methodology 
In the final section of this chapter, I describe the methods that I chose in 
designing, testing, and implementing the survey in phase two of the research. I discuss 
the sample size of the investigation, the low response rates, especially of faculty 
directors, and the methods that I employed to mitigate their effects on response bias. 
Advantages and disadvantages of self-administered questionnaire instruments are 
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discussed, along with reasons why survey research was a logical choice in this study. 
A cross-sectional survey, consisting of questions informed by findings of the 
qualitative research, constituted the second phase of the design. A self-administered 
electronic questionnaire was the instrument used to collect non-parametric, ordinal data. 
A Web-based format was chosen for the instrument for reasons of practicality, given that 
faculty directors who participated in this part of the study had the additional 
responsibility of facilitating the participation of all of the students in one of their choral 
ensembles by forwarding a link to the student version of the questionnaire. This process 
would have been unnecessarily time consuming for the faculty director and her/his 
students had the questionnaire been in paper form or by telephone. Advantages of a Web-
based survey are such that they are low cost, are a green alternative, support speedy data 
entry, and that they facilitate control in response sequence (Czaja and Blair, 2005, pp. 40-
42). Disadvantages Embedding the questionnaire into an email or would have been 
possible; however, anonymity would not have been possible in this format. A common 
concern for the use of Web-based survey research has been that a small percentage of the 
total population of the United States does not have access to high speed Internet (Smith, 
2012). Given that this study was sent to faculty and directors at colleges and universities, 
the likelihood of respondents not having access to the Internet (especially while on 
campus) would have been negligible. A problem with self-administered questionnaires, in 
general, has been a lower response rate than ones that were personally administered by an 
interviewer (Couper, 2000; Czaja and Blair, 2005). The use of email would have been an 
alternative to Web questionnaires; however, this mode of survey research shares has its 
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own set of issues. Czaja and Blair (2005) outlined three problems that can arise from the 
use of email as the vehicle for survey research: The size limit that is associated with 
email servers increases the chance of the questionnaire not getting to the respondent. The 
responses must be typed in at specified places, which increase the possibility for 
respondent error. The use of attachments increases the risk of spreading computer 
viruses. Question two asked "Are there measureable differences in the perceived benefits 
of traditional and contemporary genres of a cappella choral singing between 
undergraduate students and faculty directors?" The objective of this part ofthe study was 
to understand whether the perceptions of students and faculty directors regarding the 
benefits of a cappella singing that were uncovered through the interviews, focus groups, 
and observations in phase one were reflective of the larger population. Students and 
faculty directors that participated in the second phase provided useful information that 
contributed to the overall understanding of this phenomenon. Their responses provided 
data for quantitative testing for differences between these two groups of individuals 
pertaining to traditional and contemporary a cappella ensemble singing. A pilot study was 
conducted for the purpose of testing the content of items on the questionnaire and the 
data collection procedures prior to carrying out the actual survey. 
Survey research has long been a part of mixed methods design. Creswell and 
Plano Clark (2007) pointed to a study by Sieber in 1973 that combined surveys and 
interviews at a time that has become distinguished as the formative period in mixed 
methods research (p. 14). In the latter part ofthe twentieth century, according to Creswell 
and Plano Clark, a paradigm debate occurred between researchers advocating for mixed 
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methods design (see Reichardt & Cook 1979; Kidder and Fine, 1987; Greene, 1985), and 
those who preferred to keep qualitative inquiry separate from quantitative investigation, 
based on the different assumptions and methods associated with each (see Guba & 
Lincoln, 1984; Smith, 1983). A slow shift toward the acceptance of mixed methods as a 
unique and viable form of investigation has taken place through the last part of the 
twentieth century and to the present day, according to Creswell and Plano Clark. Greene, 
Caracelli, and Graham (1989) provided an empirical review of 57 mixed methods studies 
that took place between 1980 and 1988, and presented five purposes of mixed methods 
design, including "triangulation," "complementarity," "development," "initiation," and 
"expansion" p. 259). 
Present-day surveys take on many forms: Telephone interviews and Internet 
questionnaires make up a large portion of the total number of surveys administered, 
whereas mail survey and group-administered questionnaires remain popular, as well 
(Trochim & Donnelly, 2007). Cross-sectional research attempts to assess in a short span 
that which longitudinal research investigates over a longer period oftime (Gall, Borg, & 
Gall, 1996). Investigation within a short timeframe is done using groups of "different 
ages or at different stages of development" (p. 379). In cross-sectional surveys, data is 
collected from a diverse group of individuals in terms of age and development at one 
point in time in an effort to simulate longitudinal research and provide "quantitative or 
numeric description of trends, attitudes, or opinions of a population by studying a sample 
of that population" (Gall, Borg, & Gall, 1996; Creswell, 2009, p. 145). The current 
research has collected data from undergraduate students at various point of their 
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development in their curriculum, as opposed to investigating a similar group of 
respondents at specific points throughout their studies. Pilot studies provide the 
researcher with an opportunity to test the data collection procedures prior to the working 
with the larger survey sample (Fowler, 2002). Pilot studies in survey research are an 
invaluable means of achieving validity when the survey instrument is new and has never 
been tested (Creswell, 2005). 
Survey pilot. Creswell and Plano Clark (2007) described a process for developing 
a quantitative questionnaire from the fmdings of qualitative research, suggesting that 
quotes from participants may be turned into questionnaire items, codes considered as 
possible variables, and themes examined as topical areas on the instrument. The pilot in 
the current study was divided into seven sections (see Attachments P, Q). The first 
section consisted of the cover page, with instructions to participants on how to comment 
on the survey, once they had taken it. Section two provided participants information with 
details on the nature and purpose of the research, along with important contact 
information. The third section contained further details related to the content of the 
questionnaire, specifically pertaining to the inclusion of both traditional and 
contemporary a cappella singing. Section four was made up of questions regarding a 
cappella singing and the development of aural and music reading skills. Given the high 
degree of participant meaning that was placed on contemporary a cappella singing in 
phase one of the investigation, it became apparent that questions in this section of the 
survey should address both traditional and contemporary genres. Therefore, a two-row 
matrix was created for each question representing both styles of music. A separate query 
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for each genre was included, where the matrix was not appropriate due to the content and 
structure of a particular question. For example, questions nine and ten asked respondents 
to place the six targeted musical skills - intonation, tonal memory, sight singing, vocal 
range and flexibility, musical expressivity, rhythmic precision- into rank order would 
not have been possible to combine into the same question. Section four also addressed the 
extent that engagement in a cappella had reinforced that which had been learned in the 
sight singing and ear training portion of music theory courses, and the extent that 
independence as a musician had been developed. 
Section five addressed the development of vocal technique, which was included, 
as a result of the emphasis that participants placed on this topic in the interviews. For 
example, register and pitch range were issues that surfaced in interviews with faculty 
directors and students and with student focus groups pertaining the differences between 
traditional and contemporary a cappella ensemble singing. The section on register and 
pitch attempted to further explain those topics that had been explored in phase one. This 
type of investigation is consistent with exploratory mixed methods design, where 
qualitative data is gathered in an attempt to "explore a phenomenon," a process which is 
followed by "collecting quantitative data to explain relationships found in the qualitative 
data" (Creswell, 2005). 
Section six compared a cappella ensemble singing to accompanied ensemble 
singing. The objective was to address the dissenting opinion that arose at points 
throughout the interviews, challenging the notion that development of musical skills was 
unique to a cappella singing. Also included were questions about the level of importance 
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of a cappella and accompanied choral singing in the training of music education students. 
Section seven explored demographic information on each of the respondents, 
which helped to create a context in which their responses (or non-responses) could be 
considered. For example, given that only two faculty directors had training in 
contemporary vocal pedagogy, the many N/A choices and skipped questions pertaining to 
contemporary a cappella ensemble singing are understandable. Section eight extended 
thanks for participating in the survey. 
The survey pilot was sent to experts for review prior to distributing to 
respondents. The purpose of this step was to identify problems with the questionnaire. By 
definition, "an expert panel is a small group of specialists brought together to critique a 
questionnaire" (Czaja & Blair, 2005). The reviewers consisted of three research 
specialists, all who taught research methods at the college level. Two were music 
education specialists. The strengths of the two music education researchers lie in their 
knowledge of content and methodology, and were able to ask questions of me regarding 
the development of the survey from the fmdings of the qualitative research phase. The 
third researcher was a statistician who was very knowledgeable about the various types of 
tests that would be appropriate based on the type of data that was being collected. All 
three were published; one served as a reviewer for articles that were submitted to a 
consortium of journals. 
Changes were made based on comments received from these individuals 
pertaining mainly to question order and response sequence. For example, at the advice of 
these experts, the survey pilot, which had begun originally with questions related to 
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background, was changed to begin with questions pertaining to a cappella singing and the 
development of aural and music reading skills. The motivation behind this change was in 
getting directly to the heart of the survey, in the event that respondents did not finish all 
sections of the questionnaire. The sequence of choices pertaining to several questions in 
the first section was changed for consistency, in order to match the lowest-to-highest 
sequence of the majority ofthe other questions on the instrument. For example, the 
choices associated with questions that inquired about the impact of a cappella ensemble 
singing on specific musical skills, were adjusted for and placed in the following Likert-
type sequence: "Not Improved," Somewhat Improved," "Improved," "Greatly 
Improved" (Gall, Borg, & Gall, 1996). 
The edited survey pilot was distributed to specific individuals in both the student 
group and the faculty group. A "purposive sample" (Orcher, 2005) was chosen from 
student (both music major and non-major) and faculty participants in the interviews and 
focus groups, based on the potential of those individuals to provide useful feedback on 
the emerging questionnaire (p. 99). Respondents were representative of the individuals 
that would be in the survey, as some had engaged only in the traditional genre, some only 
in contemporary, and others in both genres. Participants in the pilot sample (n = 6) were 
sent a link to the online questionnaire, which they were asked to complete. Students and 
faculty directors were given similar versions of the online questionnaire, with only minor 
variations in content (see Attachments R, S). In addition, a PDF version of the same 
questionnaire was embedded into a Word file with space provided for comments at the 
bottom of each page. Students and faculty directors were sent this file as an email 
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attachment and asked to provide feedback on the survey instrument that addressed the 
following questions: 
1. How long did it take for you to complete the questionnaire? 
2. Was the explanation at the beginning of the survey clearly stated? 
3. Were the questions concise and easily understood? If not, which ones need 
revision? 
4. Have all of the issues that you feel are important to a cappella singing been 
addressed? Please explain. 
The design of this mixed methods investigation was what Greene (2007) referred 
to as "component," whereby the two methods of inquiry represent separate phases ofthe 
procedure, as opposed to "integrated," in which the "various methods are intentionally 
interactive during the course of the study's implementation" (p. 121). Despite the fact 
that methods remained largely separate throughout the investigation, the transition from 
qualitative to quantitative procedures (phase one to phase two) allowed opportunity for 
some integration to occur. The small sample size of the pilot helped facilitate this 
process, as I was better able to communicate directly with the smaller number of 
respondents regarding their comments, than I would have been if the pilot sample size 
had been more substantial. Given that the survey instrument was informed by the findings 
of qualitative data in phase one, most of the questions on the pilot had already been 
employed investigated in the interviews and focus groups. The pilot allowed an 
opportunity to test the questions within the multiply choice format of the online 
questionnaire. 
Edits were made to the questionnaire based on the feedback that was received. 
These changes were mainly located in the faculty directors' group. For example, inquiry 
into the impact of a cappella singing on the development of vocal technique was reduced 
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to two questions, for directors, and included in the previous section of the questionnaire 
entitled A Cappella Ensemble Singing and the Development of Vocal, Aural, and Music 
Reading Skills (see Attachment R, S). The reason for eliminating the remaining questions 
was to avoid asking faculty directors to comment on specifics related to their students' 
vocal development that might require speculation, such as identifying the extent to which 
a cappella singing reinforces what is learned in individual lessons. The two questions that 
were asked of faculty directors related to vocal development included a separate row for 
traditional and contemporary a cappella singing. In the first question, faculty directors 
were asked to choose the extent to which a cappella ensemble singing contributed to their 
students' vocal technique. Choices included "Does not contribute," Somewhat 
contributes," "Contributes," and "Greatly Contributes." AnN/A column was also 
included for those faculty directors that did not feel qualified to comment on 
contemporary genre of a cappella. The second question asked respondents to identify the 
vocal register that their students used most frequently in singing a cappella music. The 
question was divided into four columns - soprano, alto, tenor and bass. Choices included 
"Head Register," Chest Register," and "Mixed Register." 
Revisions to the student version ofthe survey pilot came in sections four and five. 
A thirteenth question was added to section four that asked students to rate the degree that 
each of several sources of musical training had contributed to the development of their 
musical skills. The list included traditional a cappella ensemble singing, contemporary a 
cappella ensemble singing, accompanied ensemble singing, applied vocal lessons, applied 
instrumental lessons, instrumental ensemble playing, and music theory class (sight 
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singing, ear training included. Choices ranged from lowest to highest, with a separate 
column for N/ A. A sixth question was added to section six of the student pilot asking 
students to identify the vocal register that they used most often in a cappella ensemble 
singing. An exception to that was the two questions on both the student and faculty 
director version of the questionnaire that asked respondents to place the six music skills 
in rank order based on the level of development that was due to a cappella ensemble 
singing (both traditional and contemporary). Respondents to the pilot version pointed out 
that it was odd making a "number one choice" and actually labeling it with the number 
five. This question was altered to reflect that concern resulting in number 1 = most 
developed, 5 = least developed. 
A link to the updated versions of the survey instrument for both student and 
faculty directors was then sent to the panel of experts for further review following the 
edits that were made based on the feedback from the pilot study. The second review by 
the panel resulted in no further changes. The review of the questionnaire by an expert 
panel and by those faculty and students involved in the pilot study provided useful 
feedback in the development of the instrument that was then administered to the survey 
sample. Selected items on the actual instrument were tested for reliability using 
Cronbach's Alpha. These items included targeted skills, level of challenge, knowledge 
and interpretation of style, benefits to student teaching, and benefits to instrumentalists. 
The reliability coefficient for these items was measured at (.86), which indicates a 
considerable degree of reliability for the questionnaire. 
As a result, of these procedures, the survey was then ready for distribution to the 
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sample of directors and their students. The distribution process consisted of contacting 
directors by email, providing a brief description of the study, asking for their personal 
participation in the survey, and requesting their help in distributing the link to the 
questionnaire to the students in one of their choral ensembles. 
Identification of respondents. Respondents to the fmal edited version were 
chosen by a stratified random sample (Creswell, 2005, Orcher, 2005; Gall, Borg & Gall, 
1996) representing twenty-five percent ofthe four-year colleges and universities within 
the Eastern Division of the American Choral Directors Association (ACDA) (N =57). 
The geographic boundaries of ACDA were used; however, the membership list was not. 
Included in this sample were institutions from the six New England states with the 
addition ofDelaware, District of Columbia, Maryland, New Jersey, New York and 
Pennsylvania, whose directors were not necessarily members of ACDA. Sites were 
selected according to the following criteria: must offer a major in music, and sponsor a 
faculty-directed choral ensemble. The sample was composed of an equal percentage of 
small, medium, and large institutions, as designated by the search engine, College 
MatchMaker, which was responsible for generating a list of schools that conformed to the 
above criteria and that were located within the Eastern Division of the ACDA 
(CollegeBoard, 2011). College Match maker is an online search engine that sorts through 
copious amount of demographic and other descriptive information, such as majors and 
activities that are available to students at the institutions that are registered with this 
service. Permission was granted to the researcher by the management of CollegeBoard to 
use the search engine for the purpose of generating this list (see Attachment V). The 
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schools were separated according to size and entered into the Excel data processing 
program. Each group (divided by size) of institutions was then arranged into alphabetical 
order by title and assigned a number sequentially. Excel was used to randomly sort the 
number column in each size group, along with the associated institutions. The frrst 
twenty-five percent ofthe schools in each size group, small (n = 15), medium (n = 38), 
and large (n = 4) were then highlighted as the stratified random sample. The choral 
directors at these 57 schools were contacted by email to seek their participation in the 
study. Student respondents were members of intact classes (the choral ensembles) at the 
stratified random sample of institutions. For faculty directors, participation in the survey 
consisted of completing an online questionnaire, the link to which was provided in the 
initial email correspondence (see Attaclunent X). As participants in the survey, directors 
were also requested to engage their students' participation in the research by forwarding a 
separate link to the student version of the questionnaire to the members of one of their 
choral ensembles (see Attaclunent Z). According to correspondence with faculty, one 
hundred eighty-six students (N = 186) were sent the link to the student version of the 
questionnaire. Faculty directors that had not responded within a week were sent a 
subsequent email message reminding them of the opportunity for themselves and the 
students to participate in this research project (see Attaclunent Y). Continuing to try to 
establish communication with non-responders was done in an effort to encourage 
participation and increase the response rate. Czaja and Blair (2005) underscored the 
importance of good rate of"unit response" (those who agree to participate in the survey) 
as the only viable attempt at reducing biases due to "underrepresented groups," which 
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could affect the statistical calculations and the validity of the survey (pp. 196-197). In the 
current research, the imbalance between the faculty directors and students made 
comparison of these two groups difficult. The Mann-Whitney U test was chosen for this 
purpose, in part, due to the fact that it can compare groups that are unequal in size. 
No further attempt was made to engage non-responding faculty directors or their 
students, as I had already contacted them and I did not wish to appear as though I were 
"badgering" (Czaja & Blair, 2005) potential respondents into participating in the survey 
by contacting them a third time within a two week period (p. 240). Czaja and Blair (2005) 
posited that in Web surveys, "those who intend to respond, do it almost immediately" (p. 
231). Given that this was a Web-based survey, I assumed that those faculty directors who 
wished to participate in the investigation had already responded. The total number of 
faculty directors that participated in the phase two ofthis study was 13, which 
represented a response rate of22.8%. The number of student respondents was 59, 
indicating a 31.72% response rate. 
Data collection. Directors that had agreed to participate were asked to fill out an 
online questionnaire, the link to which was included in the initial email correspondence 
with them. Directors were also asked to forward a link to the student version of the 
questionnaire to all of the students in one of their choruses that rehearse and perform 
unaccompanied music. Faculty respondents were instructed in subsequent 
correspondence to keep record of the number of students, to whom they had send the link 
to the questionnaire, and to send that information to the researcher, in order that the 
response rate for student respondents could be determined. SurveyMonkey was used to 
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design and administer the online questionnaire. Advantages to using electronic online 
survey program included anonymity on the part of the respondents, speed of return, and 
easy access to sorted data for the researcher (Czaja & Blair, 2005; Trochim & Donnelly, 
2006). In an effort to keep the information anonymous, the sender's email address 
remained unknown. SurveyMonkey disassociated the identity of the respondents from the 
responses. 
Most of the data collection took place within a two-week period of time. Week 
one allowed directors to complete the questionnaire and to send the link to the students in 
one of their ensembles. The second week was allotted to students completing the 
questionnaire and to faculty that had not responded during the first week. In instances 
where the latter was the case, a reminder was sent, which extended the timeframe by an 
additional week. The link to the questionnaire was disabled after the student deadline, 
which made the total length of the collection process three weeks. The timing of the 
survey was such that response rate and the completion rate may have been affected by the 
demands placed on the schedules of students and faculty directors at the end of the 
semester due to performances and fmal exams. Initial contact with faculty directors took 
place near the end of spring semester 2011. The time of day when the link was sent to 
was evening. Most of the response to my initial solicitation came within two days from 
faculty directors that had agreed to participate in the survey. Many had already forwarded 
the link to the student version of the questionnaire to the singers in one of their choral 
ensembles by the time of their response. 
Sections One and Two of the fmal version questionnaire were dedicated to 
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explanation and instruction (see Attachment T, U). In section one, as previously 
explained, the role of respondents in this research was discussed, along with matters of 
confidentiality and anonymity. Section two defined, for purposes of this survey, what was 
meant by the terms "traditional a cappella" and "contemporary a cappella." Directors and 
students were informed of the format of the questioning and given instructions on how to 
proceed based on the nature of their engagement in a cappella ensemble singing. 
Section three of the questionnaire was comprised of items related to a cappella 
singing and the development of aural and musical skills. As with the survey pilot, items 
in this section focused on the impact of a cappella singing on the development of the six 
targeted musical skills intonation, tonal memory, sight singing, musical expressiveness, 
rhythmic precision. Additional questions included in this section related to vocal range 
and flexibility, the ability to interpret musical styles, and the role of a cappella ensemble 
singing in the development of skills related to composing, arranging, and improvising. A 
comparative assessment was also included relevant to the place where a cappella is 
situated within a wider array of sources for the development of musical skills, including 
accompanied ensemble singing, vocal lessons, instrumental lessons, instrumental 
ensemble playing and the sight singing and ear training part of music theory. 
Section four for faculty directors (section five for students) compared perceptions 
on the impact of a cappella singing to accompanied singing. Included were questions 
related to level of challenge, student interest and commitment, and the relative 
importance of a cappella and accompanied ensemble singing for students studying to 
become music teachers. Section four for students addressed the impact of a cappella on 
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vocal development more in depth than the general question that appeared in section three 
of the questionnaire. 
Section five for faculty directors (six for students) sought background information 
such as focus of undergraduate training, primary instrument or voice, and the frequency 
of the use of a cappella in warm up and training exercises. Students were asked if they 
had ever taken voice lessons, and what types of a cappella singing they had experienced 
(traditional, contemporary) since the time that they entered college. Faculty directors 
were asked if they had studied vocal pedagogy in traditional and contemporary singing. 
Directors were also given questions related to their possible overseeing of student-
directed ensembles and the inclusion of contemporary ensembles on concert programs. 
The methodology that was employed in phase one and phase two of the 
investigation has led to a rich collection of informative data that has become the 
foundation upon which the report is based. In the next two chapters, I have described the 
analysis procedures and fmdings, and have revealed that which has been explored, 
discovered, and explained through the data. 
Validity. Validity refers to the degree to which something measures what it is 
intended to measure (Phillips, 2008). A panel of experts is often chosen to review items 
on the pilot instrument for content and design. Through this process, content validity is 
addressed. Content validity inquires whether or not the items on the instrument are 
appropriate for its intended purpose (Orcher, 2005). In assessing a questionnaire, for 
example, the panel considers the objectives of the instrument, areas of content and level 
of difficulty of the questions (Creswell, 2005). Research validity encompasses both 
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internal and external considerations. Internal validity depends on the structure and 
content of the inquiry, whereas external validity relates to the generalization potential of 
the results beyond the sample to a larger population (Phillips, 2008). 
Internet surveys have both advantages and disadvantages for the researcher and 
the respondent compared to other modes of survey research, including other self-
administered questionnaires via mail or email, and personally administered 
questionnaires to individuals and groups, via telephone, interviews, or focus groups. 
Trochim and Donnelly (2007) included among the positive features of Internet surveys 
(including email) respondent privacy and time to consider each question carefully prior to 
choosing an answer, the ability to include visual presentation, low cost for the researcher, 
low staff and/or facilities needs, access to dispersed samples, and a quick tum around 
from the time that a questionnaire took place to when it was available for analysis (p. 
124). Among the disadvantages, are, low response rate, lack of instantaneous 
adaptability, the lack of feasibility regarding longer open-ended questions, required 
literacy, and inability to judge the quality of any given response (Trochim & Donnelly, 
2007). 
The issue of low response rate, which is often associated with Internet survey 
research, is the due to the fact that "not all people included in the sample are willing or 
able to complete the survey" (Couper, 2000, p. 473). Nonresponse error refers to the 
difference between the number of individuals that were contacted compared to the 
number of actual participants in the survey (Groves & Couper, 1998). Sivo et al (2006) 
compared nonresponse error in surveys to selection bias due to pre-study attrition in 
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experimental research, positing that both may result in sample bias, "wherein survey 
respondents/experimental participants (or completers) are different systematically from 
non-respondents/experimental refusals (or dropouts) with respect to one or more known 
or unknown characteristics" (p. 354). Sample bias may have occurred in the current 
research due to the fact that the responses of those students and faculty directors who 
completed the survey may have differed from the responses of those who chose not to 
participate. The questions and parts of questions that were skipped, particularly by faculty 
directors, may have also accounted for sample bias related to the difference between 
those who answered the questions and those who left them blank, had they chosen to 
respond. In this inquiry, incomplete questions may have been related to inexperience with 
contemporary a cappella ensemble singing or, in the case of faculty directors, with the 
applicability of questions pertaining to contemporary a cappella ensemble singing to their 
current teaching positions. For example, only two out of five faculty directors indicated 
that they had training in contemporary popular vocal music pedagogy, whereas six out of 
seven had studied pedagogy for traditional vocal pedagogy. 
Non-response in survey research has increased since the 1990s, due to a number 
of factors, including (in telephone surveys) the dramatic escalation in telemarketing, and 
the rise in the number of cell phones versus a central home phone number (Czaja & Blair, 
2005). Web surveys have also suffered, due to inconsistency in technical proficiency 
among respondents, concerns for privacy using Web-based platforms, inaccessibility to 
the Internet, and legal and ethical issues related to mass solicitation through email 
(Couper, Traugott, & Lamias, 2001). Porter and Ecklund (2012) pointed to the 
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"inundation of Americans with requests for information and opinions ... " as a factor in 
non-response in current survey research (p.449). The Pew Research Center for the People 
and the Press (2004) has reported a decline of nine percent in response rates to standard 
survey methods (down to (27%) since the late 1990s; however, it has also been reported 
that "carefully conducted polls continue to obtain representative sample of the public and 
provide accurate data about the views and experiences of Americans" (see Webpage, 
U.S. Politics). The number of faculty directors that actually participated in the current 
survey compared to the number of those that were contacted -the response rate - was 
less than what had been anticipated. A possible consequence of an insufficient response 
rate is response bias, which can occur when the responses of those who participated in the 
survey do not coincide with the other members of the sample (non-responders) and the 
larger population (Creswell, 2005). The possibility of response bias due to the fact that 
only 13 out of 57 faculty directors agreed to participate in the survey, was further 
increased by several skipped questions and parts of questions throughout the 
questionnaire. 
Steps were taken to encourage participation in the survey including "studying a 
problem of interest" and offering a questionnaire that would take "less than 15 minutes to 
complete (Creswell, 2005, p. 368). A cappella ensemble singing is a salient topic for 
choral directors and students. The results of the pilot test had indicated that the 
questionnaire took approximately 12 minutes to complete. Privacy-related assurances 
had been clearly explained in the initial email correspondence with faculty directors. This 
information had been repeated on the initial page of the questionnaire for both faculty 
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directors and students. 
Response rate is not always a good indicator of bias (Halbesleben and Whitman, 
2013). According to the authors, there is not necessarily a correlation between 
nonresponse rate and nonresponse bias, as "one could have a very high nonresponse rate 
with relatively little nonresponse bias" (p. 916). The rationale behind this notion, 
according to Halbesleben and Whitman, is the possibility that the mean of the 
respondents might have been similar to that of the non-respondents. Groves (2007) 
pointed out that response rate may vary within the same survey. Sample estimates within 
the same survey can either be "immune from biasing effects ofnonresponse;" or can be 
"subject to large biases" p. 649). Leslie (1972) posited that surveys of homogeneous 
groups -those with strong group identity - would tend not to have a great degree of 
response bias toward issues that concern the group. Creswell (2005) posited that even 
small response rates might still be measurable, if the threat of response bias can be 
mitigated. Creswell (2009) suggested employing Leslie's method of wave analysis as a 
means of checking for consistency in the responses to a select number of items at specific 
points throughout the collection process (p. 152). From this analysis, the researcher 
would be able to determine if the responses at the end of the collection period had 
changed from those at the beginning. If consistency did occur throughout this period, one 
could predict similar trends in the responses had more individuals participated in the 
survey. 
The questionnaires of all 13 faculty directors were submitted to Survey Monkey 
within the period of eight days. Responses were grouped into three specific time periods 
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(waves) in which they had been received, consisting of three days, two days and three 
days respectively, and then compared on five questions that were selected from the 
questionnaire. The first two questions were taken from the section of the questionnaire 
that focused on the impact of a cappella ensemble singing on the development of musical 
skills; the third question was taken from the section on the development of vocal 
technique; and the last two questions came from the section of the questionnaire that 
compared a cappella ensemble singing with accompanied ensemble singing. The 
responses were checked for general trends in both the faculty and student groups. 
Questions were then examined for consistency between waves using simple percentages. 
Through this procedure, it was determined that no considerable shifts in responses were 
found between specific points of the collection process, and that the likelihood was strong 
that this trend toward consistency would have extended past the deadline for submitting 
the questionnaire had more individuals in the sample responded. Based on the 
consistency of the responses that was observed at various points in the collection period, 
along with the fact that this inquiry aligned with Leslie's point that homogeneous groups 
tend not to contain much bias in issues that concern the group, it is likely that the current 
study contains little unit response bias. 
Validity concerns related to the fact that the instrument designed for this 
particular research and had never been previously tested were addressed by the use of a 
panel of experts, which was assembled to review the pilot survey questions. The purpose 
of this step in the process was to determine if this part of the inquiry addressed that which 
it had been designed to address. Members of the panel were asked to comment on three 
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areas of importance, including clarity of the introductory statement and instructions for 
participating in the survey; clarity and succinctness of the questions; and whether all of 
the important issues related to a cappella singing had been addressed. The first two areas 
of interest were focused on the structure of the instrument, whereas the latter addressed 
the issue of content validity. 
External validity was not the main objective of this research, as this part of the 
investigation was centered on describing the attitudes of two groups of individuals 
(students and faculty directors) based on the findings of phase one, and measured within 
the context of a larger geographic area. Stratified random sampling, as described 
previously in the section on the identification of respondents, involved a twenty-five 
percent sample was randomly chosen from a target population that consisted of small, 
medium and large colleges and universities from states within the Eastern Division of the 
ACDA, including Connecticut, Delaware, Maine, Maryland, Massachusetts, New 
Hampshire, New Jersey, New York, Pennsylvania, Rhode Island and Vermont. Although 
the geographic region of the ACDA was used for this survey, the investigation did not 
specifically target the membership of that organization. The primary choral director at 
each of these schools was contacted by email and asked to participate in the survey . 
Participation consisted of completing the online questionnaire and forwarding a link to 
the student version of the questionnaire to the singers in one of their undergraduate 
ensembles that performed a cappella music. 
Faculty involvement in the selection of the vocal ensemble, whose members were 
to receive an invitation to participate in the survey, is similar to methods used in snowball 
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sampling. Chain sampling or snowball sampling is a non-probability design, meaning that 
it includes the possibility that some part of the population could have a zero-percent 
chance of being selected, unlike probability sampling, in which the sample is truly 
randomized (Czaja & Blair, 2005). Chain sampling is useful in finding hard to reach 
participants (Trochim & Donnelly, 2007). The use of intact classrooms that were selected 
by the director has enabled me to reach students to whom I possibly would not have had 
access. The fact that students were in intact classrooms (the choral ensemble), combined 
with the fact that I as the researcher didn't choose them, has produced a sample that was 
not truly randomized and, therefore, unable to be generalized. 
Reliability. Reliability refers to the consistency of a measure over time and across 
participants (Philips 2008). The term also applies to the consistency of the items on the 
questionnaire, in order that the same results are produced each time the instrument is 
given. A number known as the reliability coefficient is produced as a result of statistical 
testing of the instrument, usually at the level of the pilot study. 
In the current study, the pilot study was comprised of a small sample (n = 6) of 
individuals from the faculty and student groups that were chosen for their expected 
contributions to the task of reviewing the instrument. The respondents that were chosen 
for this evaluation had participated in the qualitative phase of the study; students (n = 3) 
were selected from the interviews and focus groups, and directors (n = 3) had been 
involved in the interviews. As described previously in the section on the development of 
the survey pilot, respondents in the pilot sample were sent a link to the online survey and 
asked to complete the questionnaire. In addition, respondents were asked to comment on 
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the structure and content of the questionnaire by way of a version of the same 
questionnaire that was copied into a Word file with space provided for comments at the 
bottom of each page. 
Equitable Treatment Plan 
Ethical issues in the treatment of human research participants were carefully 
considered and addressed in each phase of the current study. As part of the requirements 
for approval of this research by the Boston University Institutional Review Board (IRB), 
I obtained certification in research with human research participants through the 
Collaborative Institutional Training Initiative (CITI) (see Attachment AA). Exempt 
review status was granted for this research by the IRB, as it posed little to no risk to 
participants. In keeping with the requirements for Exempt Review, no signed document 
indicating informed consent form was included. As a means of alleviating possible 
emotional discomfort associated with any particular question, participants in the phase 
one interviews and focus groups were asked if they understood what the study was about, 
what their role was in this research, and if they were aware that they were allowed to skip 
questions and/or stop at any point in the investigation (see Attachments H, I). A similar 
statement was included in the first section of the questionnaire in phase two (see 
Attachments T, U). The statement also contained the name, class standing and contact 
information ofthe researcher, the name and contact information of my advisor at Boston 
University, contact information for the BU IRB as the sponsoring institution, how 
respondents were chosen, the benefits of participating, the nature and purpose of the 
research, the type of involvement on the part of the respondent (i.e., interview, focus-
145 
group, survey), as well as assurances of confidentiality, minimal risk to the participant, 
and easy withdrawal at will (Creswell, 2009; Trochim & Donnelly, 2007; Boston 
University IRB, 2010). After elucidating all ofthe above information, participants in 
phase one were asked if they understood that which was presented to them, and if they 
wished to continue with the interview. Survey respondents were asked if they understood 
what they had read, and if the wished to proceed to the next section of the questionnaire 
or exit by closing the browser window. 
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CHAPTER FOUR 
Phase One: Identifying the Benefits of A Cappella 
Phase one consisted of face-to-face, semi-structured individual interviews 
(Creswell, 2005) with six students, seven faculty directors, and five graduates; three 
student focus groups, including two contemporary a cappella ensembles and one 
sophomore-level diction class; and five observations, including three traditional choruses 
and two contemporary a cappella ensembles. Data was collected at nine colleges and 
universities in the New England region. Institutions of various sizes were represented 
including seven medium (2,000-15,000 students), and two large institutions (greater than 
15,000 students), based on criteria from CollegeBoard.org (2013). Interviews and student 
focus groups took place at eight of the nine schools; observations were at five 
institutions. 
In this chapter, I discuss the analysis of the data that has emerged through the 
various types of data collection procedures listed above. Following common practice in 
qualitative research of using direct quotes, I have assigned fictitious names to individual 
participants in the interviews and student focus groups in an attempt to capture the 
essence of their meanings while maintaining their anonymity. I begin with a discussion of 
the broad themes that has emerged through the analysis process related to data collected 
in the interviews and student focus groups, and reflect on the meanings of the individuals 
and groups that have participated in this part of the research. I then report on my 
observation of the rehearsals of five different ensembles (one observation per group) at 
five different colleges and universities. I end this chapter with a detailed account of the 
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many codes that were drawn from the interviews with students, faculty directors and 
graduates, from the student focus groups, and from my own reflections based on the 
observation field guide. I describe the open coding process, the combining of codes into 
major and minor themes, and compare the responses of students, faculty directors and 
graduates with analysis both between and within these groups of individuals. The 
examination of data sources in this manner serves as a transition between the fmdings of 
phase one, which relate to first research question that asked, "In what ways is a cappella 
singing perceived to contribute to the musical development of college student 
musicians?" and the more comparative nature of the research question two that will be 
focus of the survey in phase two: "Are there measureable differences in the perceived 
benefits of traditional and contemporary gemes of a cappella ensemble singing between 
undergraduate students and faculty directors?" 
Exploring Participant Meanings 
Phase one attempted to identify the types of benefits that are related to singing in 
an ensemble that rehearses and performs a cappella music. In doing so, this part of the 
investigation addressed research question one: "In what ways is a Cappella singing 
perceived to contribute to the musical development of college student musicians?" 
This exploration was successful, due to the rich discussions that I had with participants in 
the interviews and focus groups, along with additional understanding of the phenomenon 
drawn from the observations. Bracketing and coding allowed me to sort through copious 
amounts of information from each data source and organize it in a way such that I was 
able to search for commonality between participants within and between groups. 
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The findings of phase one were indicative of the level of importance that is placed 
on a cappella ensemble singing by students, faculty directors, and graduates as a tool for 
the musical and vocal development undergraduate students. The diversity of the 
participants in this phase of the investigation contributed to a rich discussion of a cappella 
singing that surpassed my initial expectations and helped to shape the current study. 
Throughout the initial planning process for this research, I had anticipated that relatively 
few participants would have had experience in contemporary a cappella ensembles, 
especially since the study was mainly targeting music majors. My preconceptions of 
contemporary collegiate a cappella were such that I expected less "crossover" in this 
genre between those who were studying music "seriously" and those singing just for fun. 
I had not anticipated the number of music students that sang in both traditional and 
contemporary groups concurrently. Neither had I anticipated the degree of meaning that 
students took away from their experiences in contemporary a cappella. That 
understanding, which became apparent early in the sampling process, is what inspired me 
to seek out other interviews, focus groups, and observation sites that gave representation 
to more students engaged in contemporary collegiate a cappella. My expectations of 
limited faculty engagement in this genre were confirmed, but I was pleased to find that 
one director was, in fact, teaching a contemporary collegiate a cappella ensemble. These 
expectations were based on the fact that the undergraduate experiences of faculty 
participants would have predated the explosion of contemporary collegiate a cappella in 
the late 1980s. I was also pleased to find that two of the five graduates that I interviewed 
were teaching contemporary ensembles. My anticipation of limited to no involvement of 
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graduates teaching ensembles of this type was based on my lack of understanding of the 
degree to which music education students had engaged in this genre. I had assumed that 
graduates had not engaged in contemporary a cappella as undergraduate music education 
majors, and that their lack of experience in this genre would have steered them away 
teaching groups of this type. Fortunately, my assumptions were proven incorrect in the 
instance of two out of the five graduate participants, who did, in fact, engage in 
contemporary a cappella ensemble singing while in college and who led groups of this 
genre in their teaching. 
Seven broad themes emerged through the course of the analysis of data from the 
interviews with students and faculty directors, student focus groups, and observations 
(see Table AB5). These themes, which included "ensemble experience," "genre," 
"hearing," "personal attributes," "precision," "promotion and support," and "vocal 
technique," represent a "second order abstraction," and came about as a result of merging 
similar thematic elements in the coding process to produce fewer, more categorical units 
(Creswell, 2005, p. 245). Codes were combined into themes (first order abstraction); 
themes were then grouped into broad themes (second order abstraction). 
Ensemble experience. "Ensemble experience" covered a wide array of meanings 
that participants brought to the interviews, and focus groups. For example, there was an 
apparent distinction between traditional and contemporary genres, which will be 
addressed later in this discussion. For others, there was no difference in the quality of the 
musical experience between a cappella and accompanied ensemble singing. Carl, a senior 
in music and business studies, commented, "My interest has grown due to the level of 
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proficiency of the other singers ... " "[I have] no preference [between a cappella and 
accompanied.]" "Once it is mastered, it is a sign of accomplishment." Carl's musical 
success in each type of ensemble, led to his feeling of belonging within each 
environment. There was also the perspective that being in an a cappella ensemble, in 
general (both traditional and contemporary), led to a sense of security in its members. 
Mike, a college sophomore, shared, "The psychological anticipation of the difficult areas 
of the range are lessened by ensemble singing." Elizabeth, a graduate of three years who 
is teaching elementary school music, commented on the trust that is developed between 
group members, "You feel a connection to the group- an ensemble experience." 
Whereas group connection may also apply to experience in accompanied vocal 
ensembles and instrumental ensembles, Elizabeth's statement was made in reference to 
her engagement in a cappella ensemble singing. 
Challenges within the a cap pella ensemble. The uniqueness of the a cappella 
ensemble experience was further emphasized in regard to the challenges that exist 
specifically within this mode of singing. For example, Tim, a choral director at a private, 
religious college posited "Looking at the music without being led by the piano 
encourages students to take the necessary risks to produce the sound." Taking risks were 
seen by students as part of the a cappella ensemble experience, in response to the 
challenges of the music and the support of the other members of the group. Beth, a junior 
in vocal performance, explained, "[I] rely on other people .... There are challenges to the 
small group experience- playing off of one another." When asked if the level of 
challenge contributes to the development of musical skills, Elizabeth explained, "Yes, I 
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learn better with a challenge." Evan, a graduate of three years who was teaching music in 
a small private elementary and middle school gave a similar response to that part of the 
inquiry, saying, "Absolutely, struggles lead to more proficiency ... help to create a more in-
depth understanding of the piece." Michael, a faculty choral director at a medium-sized 
state university, explained succinctly, "Limited accompanist time helps to develop 
ensemble experience." Michael elaborated on his primary motivation for using a cappella 
with his traditional university ensembles: "I perform a cappella music because I know 
that will strengthen the group- especially Renaissance Music. It is a great base for choirs 
[as it] forces them to listen .... A cappella is used as a technique." 
Other challenges related to the a cappella ensemble experience were found in non-
musical concerns, such as the vocal endurance that is necessary to conduct a rehearsal 
while restricting the use of keyboard. Gloria, who had been teaching public school chorus 
and general music classes for four years at the elementary level avoided using a cappella 
with the students in her elementary and middle school choruses, due to the challenges 
related to tuning and the fact that she was not able to use her voice for long periods of 
time without become hoarse. As a result, she had relied on the piano to provide the 
necessary tonal stability and as a substitute for her singing voice. When asked in an 
interview if she used a cappella singing with her students, she replied, "Very limited, due 
to the fact that my students are insecure at keeping pitch, and because of the need to limit 
the use of my voice." 
Not all participants felt that a cappella was more challenging, however. There was 
one student in the faculty-led a cappella ensemble that expressed the contrary in the 
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members' focus group. Philip, a junior in business studies, suggested that a cappella 
ensemble singing is "less challenging ... there is more flexibility in a cappella because you 
are not forced to stay together with an instrument - singers can adjust to each other." 
Margaret, a faculty choral director at a large state university, described in her interview 
the challenge of a cappella as situated only in the learning process: "After you've learned 
the piece, it doesn't really matter .... only in the process of learning is a cappella more 
difficult". 
Despite the few individuals who felt that a cappella ensemble singing did not 
present any more challenge than accompanied ensemble singing, most interviewees 
acknowledged a considerable difference between the two. As explained by Enad, a 
student in the focus group comprised of the non-music majors ' contemporary a cappella 
ensemble, "It is a lot more challenging ... you have to pay attention to everything else 
around you, focusing on everyone else's parts." Seth, a student in the same focus group, 
added, "It is more challenging ... you are held accountable for your own part." Melissa, the 
student leader of that ensemble asserted, "More challenging ... all parts must be equally 
strong ... accompaniment cannot fill in the weaker parts." A fmal, well-crafted perspective 
came from Jeff, who explained, "In a cappella, there is not instrument to establish a base 
- the singers have to do that on their own, with regard to dynamics, rhythm. The balance 
between singers in the context of the group is an individual' s responsibility." Possibly the 
most eloquent and evocative description regarding what it means to engage in an 
ensemble that rehearses and performs a cappella music came from Tang, a choral director 
at a large state university: "A cappella singing helps students understand the natural way 
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to produce sound .... There is a human response to the voice." These statements, which 
were rooted in his experiences singing and training in Asia, brought to the interviews a 
non-western perspective on the interconnectedness of individuals singing together and the 
effect that the sound of our voices has on one another. Tang explained that, as humans, 
we begin responding to our mother's voice in utero, and continue that connection to our 
mother's voice as we are sung to as a child. In Tang's view, the a cappella ensemble is a 
singing environment where that enables and encourages the sort of interconnection that is 
based on our fundamental, human response to each other's voice. 
Reasons for rehearsing a cappella. The reasons for rehearsing without 
accompanying instrument(s) were varied among responses from participants in the 
interviews and focus groups. In addressing the use of a cappella in warm-ups, and in the 
rehearsing of music that would eventually be sung with accompaniment, for example, 
Don, a senior in music education who was student teaching during the semester of the 
interview, suggested the change from singing with accompaniment to singing without 
allows singers to "internalize the music" and that it is easier to do this without the piano 
playing along. Margaret, a faculty choral director, explained, "The training part of it and 
the performance part of it tend to overlap." She went on to explain that she chooses a 
cappella pieces to develop the musicianship of the singers and includes them in the 
warm-up period at the beginning of the rehearsal. Margaret also advocated the use of 
accompaniment for warm-ups that expands the harmonic awareness of the singers. She 
explained that she works with the accompanist in advance to vary the harmonization of 
the warm-up exercises. Michael, a faculty director who was introduced previously in this 
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discussion, suggested, "Because they are so 'piano-reliant,' we want to make certain that 
they are not 'piano dependent' .. .it's ok to be piano reliant but not ok to be piano 
dependent." Tim, a faculty choral director at a medium sized private religious college 
pointed out that he was able to hear the vocalization of his students better without the 
piano, and could make adjustments to the tone, as necessary. Evan drew an analogy 
between this and section rehearsals: "Singers remove themselves from the overall big 
picture and focus more on the nuances in the singing that they can then bring to the full 
arrangement." 
Genre. Distinction between traditional and contemporary a cappella ensemble 
singing became apparent in the interviews based on demographic information that each 
participant provided at the beginning of her/his session, and by genre specific comments 
made throughout the duration of the inquiry. Students were clearly interested in the 
contemporary a cappella genre for its uniqueness and for the satisfaction that singing 
popular music in an ensemble brings. Jenn, a music education major and member of the 
contemporary majors a cappella ensemble, remarked in a focus group, "This group is the 
only opportunity that we have to sing music of this type .... .I came to this group as a 
classical singer and not knowing how to interpret contemporary music - this experience 
taught me how." Some students spoke of their interest in relation to the challenges that 
were inherent to the small group experience of contemporary a cappella ensemble 
singing. Joel, a senior in that focus group, stated, "Depends on your background ... choral 
[traditional] has a different learning environment ... Rote learning style is a significant part 
of the learning process [in contemporary]." Other students commented on the uniqueness 
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of each genre related to the type of vocalization that is associated with each. Anthony, a 
senior Business major suggested in his interview that the sounds required of singers in 
contemporary a cappella ensemble singing are, "not necessarily pretty .... There are many 
ways to use your voice at another level [in this genre] ... [Contemporary a cappella 
ensemble singing] helps to learn your own [stylistic] interest." Kristin, a member of the 
non-majors focus group who was also involved in both genres of a Cappella ensemble 
singing, reported, "The use of syllables makes the style unique .... Shading of the five 
primary vowel sounds for lighter and darker qualities is more apparent in a 
cappella .... Traditional choir style is based on "tall" vowel sounds, whereas contemporary 
style is based on spread vowel formation." She went on to say that there is more 
individual stylistic range in contemporary a cappella than in traditional a cappella. In 
Kristen's view, contemporary required a lighter sound, whereas traditional possessed a 
darker tone. Speaking of her experience as a member of both the contemporary and 
traditional ensembles that are led by the same faculty director, she explained that with the 
help of their director, they practice a range of stylistic sounds and nuances. "Our style 
comes from the arrangement itself, as in interpreting instrument sounds versus singing 
words." 
Most faculty directors were oriented toward traditional a cappella ensemble 
singing. One out of eight individuals actually directed a contemporary a cappella 
ensemble at the time of the interviews, and, as evidenced by Kristin' s remarks, her 
faculty director's presence had made an impact on group members' understanding of the 
differences in stylistic approach between the traditional and the contemporary genre of a 
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cappella ensemble singing. Francesca, the faculty director of the ensemble in which 
Kristin sang, spoke in her interview of her role as facilitator and coach of the 
contemporary a cappella group. Due to the fact that performance tradition of the 
contemporary a cappella genre is such that the ensemble is not directed in performance, 
all of Francesca' s work with the group needed to take place in rehearsal. Her goal was to 
promote independence and awareness that would enable students to make the right 
choices when in concert. "Through cappella repertoire, students learn the use of 
language, articulation, phrasing that is appropriate for each style." When asked whether 
she rehearses her traditional chorus without the piano on those pieces that are 
accompaniment, her response was, "Yes, to listen for balance, blend, and vocal control in 
the section and individually ... to assess whether students are singing correctly." The use of 
a cappella repertoire as a tool for learning stylistic nuance was emphasized by Tania, 
choral director at a state college, who found this aspect of musical preparation difficult to 
achieve: "Working to find the sound of the style is the biggest challenge .... How do we 
make this Gesualdo sound like Gesualdo and this Blackbird sound like Blackbird?" 
Promotion and support. Promotion and support of contemporary a cappella 
ensembles by the academic institution to which they are associated was of concern to 
several students in the interviews and focus groups. These students expressed feelings of 
isolation from the services and opportunities afforded to traditional, music department 
sponsored ensembles. Christine, an English major and student leader of the contemporary 
a cappella ensemble at her school, expressed in her interview her frustration that "There 
is no funding for contemporary a cappella ... it is not part of the formal music offerings." 
157 
She explained that she "would like [contemporary] a cappella to be more centralized, 
with recognition by the university, and an official standing, its own building [with 
adequate rehearsal and performance space], and backing by the music department with 
regard to performance venues, collaboration, faculty assistance/advisement." Christine 
was adamant, however, that contemporary a cappella groups should maintain their 
autonomy and uniqueness, specifically with respect to their student-run, student-governed 
status. Christine envisioned the possibility of coexistence and perhaps even collaboration 
between contemporary collegiate a cappella and the traditional choral experience of 
curriculum supported groups. That collaboration was already in place in some settings. 
The contemporary ensemble that Francesca led was regularly included on concert 
programs along with the university's traditional choral ensemble, which she directs. 
Additionally, traditional choral directors, Tania and Tim, spoke of including student-led 
contemporary a cappella ensembles on the choral concerts at their respective institutions. 
The notion of faculty support was raised by Christine in her interview and by the 
focus group comprised of the music majors' contemporary a cappella ensemble, where 
participants suggested that they would benefit from the expertise of a faculty director as a 
trained consultant in achieving a more polished performance. Michelle, a junior in music 
education, lobbied for the presence of a faculty facilitator/mentor to listen to and offer 
suggestions to the ensemble: "It would be great if we had a 'wise ear' telling us what to 
do." Karen, the student leader of the ensemble urged caution, however, at the role of the 
faculty director in the group: "I like the fact that we learn the music by ourselves .... We do 
it because we want to do it and not to please a faculty director or fulfill a requirement; 
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however, it would be helpful to a faculty member listen to us for balance and other 
considerations." Dan, a sophomore in music education, agreed, "I like that fact that we 
stand on our own, [as] it creates personal responsibility." Joyce affirmed Karen's word of 
caution: "As music education majors, it is good for us to work out the challenges on our 
own." Karen, saw opportunity for student leadership in both traditional and contemporary 
a cappella ensembles at the college level. When considering the question regarding the 
place of a cappella ensemble singing in an ideal environment, she explained, "I would 
create more chamber groups [traditional and contemporary]. It's very beneficial to sing 
in chamber groups .... Those [opportunities] should be encouraged by the faculty and by 
the curriculum .... They are too beneficial to not be." James, a music performance major 
and member of the same focus group concurred, and added, "The people in the groups 
become the best musicians in the department." Faculty support was commonplace to 
members of the focus group made up of the (non music major) contemporary ensemble. 
Participants in this group felt fortunate to have a faculty director and rehearsal pianist 
available to teach them notes and rhythms, teach them how to sing, and to coach them in 
the process of stylistic refinement. "We owe it all to Francesca" was the unanimously 
expressed opinion of the ensemble members. This group did maintain its autonomy as a 
self-governed institution, with an executive board of officers who handled the business of 
the group, set policy regarding attendance, made travel arrangements, and planned 
performances. They were also partially self-directed, as a student leader organized 
sectional rehearsals for group members and actually ran one of the two weekly rehearsals 
on a regular basis. 
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Students in the focus groups saw the contemporary a cappella ensemble as a 
means of promoting the vocal music program of the college or university with which it is 
associated. The music department at the school that sponsored the music majors' 
contemporary ensemble did, in fact, use the group for that purpose, by scheduling it to 
perform for prospective music students in area high schools. When asked about the 
motivation of the college that was behind this method of outreach, Dean responded, 
"[Contemporary] A cappella adds to the demand for music in a grass roots sort of way." 
Contemporary a cappella ensembles have risen in status in popular culture and have 
become more in the public consciousness in recent years with the advent of television 
shows such as Glee and The Sing-off, with movies such as Pitch Perfect, and with the 
popularity of Straight No Chaser, the group that originated at Indiana University in 1996. 
Melissa spoke of that appeal and it the potential of contemporary a cappella ensembles as 
a promotional resource: "A cappella is an excellent tool for bringing music to campuses 
that don't have a formal music program; it reaches out to all age groups in popular 
culture." 
Personal attributes. Issues related to responsibility, independence, confidence, 
and cooperation were identified as major themes in the findings from the qualitative part 
of the investigation. All appeared related in that they represented attributes of the 
individual singers that, within a musical context, were enhanced by their engagement in a 
cappella ensemble singing. Individual musical responsibility, for example, was seen in 
direct proportion to the amount of piano used in rehearsal. Don, a music education senior, 
stated in his interview, "Use of the piano helps you sing more expressively when learning 
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a piece, as a result of the piano taking off some of the responsibility from the 
singers .. .less distracting .... The piano cannot crescendo [swell] ... you get this through a 
cappella singing." That opinion appeared similar to a statement by Tim, a faculty choral 
director: "The piano can shape [phrases] and encourage students to mimic. Take it away 
and will the group continue to shape?" The notion of mimicking was mentioned also by 
Raymond, a pianist, and graduate of four years who was the choral director at a 
religiously affiliated high school: "Singing with the piano allows you to go along with the 
rhythm without giving it conscious thought...mirnicking" He went on to describe how 
rehearsing without the piano actually freed singers to be able to express the music more 
effectively. In relation to making the necessary choices that lead to more expressive 
singing, Raymond stated, "It is easier to do this when you don't have one ear on the 
piano." Jake, a high school choral music teacher with five years experience leading both 
traditional and contemporary a cappella ensembles, emphasized the role of the individual 
singer in the area of musical expressivity: "The balance between singers in the context of 
the group is an individual's responsibility." 
Musical independence was viewed from two perspectives, the first being 
independence from the piano, and the second being independence from others within a 
section who are singing the same part. Ethan, a senior faculty director in charge of choral 
and orchestral ensembles at a state college, connected the concept of musical 
responsibility with musical independence when describing the benefits of a cappella 
ensemble singing, "[A cappella] fosters independence, ownership ... .It teaches students 
how to be accountable ... their role and importance in the group." Evan related to his recent 
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experiences as an undergraduate student who sang in both traditional and contemporary a 
cappella ensembles: "You perform at a higher level.. .. [ A cappella] leads to learning and 
proficiency .. . .! became my own musical unit." The independence of the individual singer 
from other singers who are singing the same part was described by Michael, a faculty 
director previously introduced, as he spoke of the importance of the individual within the 
context of the ensemble: "Individuals are what make the group happen .... This [traditional 
cappella] is the most independent form of music making .... Students carry the weight of 
their part and understanding of the harmonic language," "It gives you an awareness of 
own skills [and] helps you learn parts." 
Confidence was described within the context of an individual becoming more 
musically independent and able to take on the responsibility of the process of making 
music. Statements such as Dan' s comment mentioned previously, "I like that fact that we 
stand on our own, [as] it creates personal responsibility" and that of Joyce, also 
mentioned previously, "As music education majors, it is good for us to work out the 
challenges on our own" are rooted in developing the confidence in being able to 
accomplish the tasks at hand. The feeling of personal accomplishment that one gets when 
singing a cappella ensemble music was described by Ethan, in reference to the students in 
the traditional chorus that he teaches: "A cappella allows students to feel proud of their 
accomplishments in reading music." When asked whether a cappella ensemble singing 
was more challenging than singing with accompaniment, Jake spoke of the change in 
some of the students in his traditional chorus, after they had joined the contemporary a 
cappella ensemble: "Yes, the smaller number of students contributes to the development 
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of their musical skills .... A higher level of confidence is achieved in students that 
experience a cappella singing .... The eight students that were in the a cappella group came 
back to chorus and they were the leaders of their sections .... They were the ones that the 
other students leaned on when sight reading a new piece." 
The theme "cooperation" was brought into the interviews and focus groups by 
student participants in reference to their reliance on other students, especially during their 
early encounters with a cappella ensemble singing. Dave, a sophomore in the focus group 
comprised of the students in the diction class, recounted his experiences in contemporary 
a cappella ensembles: "With only a few singers, it forces you to listen more and to rely on 
each other." The very nature of a cappella ensemble singing is such that singers tum their 
attention to one another for tuning, expression, rhythm, etc. instead of relying on the 
piano to provide the stability within a choral selection. Carl, a senior in music 
performance and business, spoke of his experiences in traditional and contemporary a 
cappella ensemble singing, "A cappella music is the best thing for your ear .... You have to 
find the note yourself and make sure that you're in tune and in tune with the people 
around you." Elizabeth, spoke of the need to work together, in reference to the students in 
her elementary chorus, "Students need to know how to work in teams -their role and 
importance in the group." 
Hearing. The broad theme, "hearing," represented the process of listening to one 
another in the ensemble, as well as the related themes, internal hearing, ear training, and 
tonal memory. Whereas "hearing" may well have been considered part of the broad 
theme "precision," I've placed it in a separate category due to the amount of emphasis 
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that was placed on skills, such as those listed above. Participants spoke of the importance 
and the challenges of listening to one another in a cappella ensemble singing. Ethan, a 
faculty director previously introduced, described that the a cappella ensemble singing 
environment encouraged students to listen to one another: "It [traditional a cappella] 
develops your musical ear .... You hear the parts clearer." From a student's perspective 
related to his experiences in both traditional and contemporary a cappella ensembles, 
Dave suggested, "With only a few singers, it [contemporary a cappella] forces you to 
listen more and to rely on each other." Margaret, spoke of her use of use of a cappella in 
training her traditional ensembles, regardless of whether the nature of the ensemble be a 
cappella or accompanied choir: "It is a great base for choirs [as it] forces them to 
listen .... A cappella is used as a technique." Tania's comments affirmed the notion of 
listening to one another more clearly and added that the experience of singing a cappella 
ensemble music developed her students' inner ear: "Your listening becomes more 
acute .... Students internalize and become better listeners ... tune to one another." A very 
astute observation on the perspective that the environment of the a cappella ensemble 
encourages in singers came from Dean, a music education major in the focus group 
comprised of the music majors contemporary a cappella group, who saw all parts as 
integral to the texture of the arrangement: "You hear and see your line in relation to the 
vertical context ... [which] forces us to be the instrument and not the accompaniment to 
the instruments." 
Inner hearing, and the related skills, ear training, and tonal memory, were some of 
the most recognized benefits of a cappella ensemble singing, as participants at all levels 
164 
(student, faculty directors, and graduate interviews, and student focus groups) cited these 
skills at some point during the investigation. Mike described, in his interview, the musical 
image that a cappella singing encourages in the consciousness of the individual singer: "It 
[traditional a cappella ensemble singing] helps you internalize the music more effectively 
than with the piano .... You begin to listen ... hearing the pitch in your head - audiation." 
Jake told the story of an experience that he had as an undergraduate where his music 
theory teacher asked him to teach a lesson to his class on sight singing and ear training. 
As an instrumentalist, he had not been comfortable with expressing the music in his inner 
hearing through the use of his voice. However, he was surprised and pleased to find that 
his experiences in singing in the university's traditional a cappella ensemble enabled him 
to vocalize what had been "embedded" in his head from his years of instrumental lessons, 
instrumental ensembles, and music theory classes. Tang succinctly defmed the role of a 
cappella singing in the rendering of music that remains in our inner hearing: "[A 
cappella] completes the cycle from hearing to singing." 
Tonal memory was recognized as a major asset, especially in relation to 
contemporary a cappella, where (more often than in the traditional genre) parts are taught 
by rote, relying on the memory of the individual singers to recall them within the context 
of the rehearsals and performances. Margaret spoke of cognitive ability of many of the 
students who sing in contemporary a cappella groups: "The students that do 
Contemporary a cappella have high musical aptitude .... Tonal memory brings a depth to a 
cappella singing." Tim suggested that singing both traditional and contemporary a 
cappella increases the individual's aptitude to store musical data (pitches and rhythms) 
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and to make them available for recall: "Cognition is increased when singing without the 
aid of the piano." Tim also explained that the development of tonal memory comes 
through a variety of musical experiences and is not exclusively reliant on a cappella 
ensemble singing: "A cappella is not the only way to tonal memory .... With 
instrumentalists, muscle memory is often associated with pitches." Tim's last statement 
was referring to the activity that is triggered in the muscles of instrumentalists - the 
pianist's figures, for example- when the sound of a familiar melody is heard or mentally 
recalled by that individual. 
Precision. The skills intonation, sight singing, and rhythmic precision were 
grouped together and considered under the broad theme "precision." A related issue 
regarding the importance of a cappella ensemble singing for music education students, is 
also discussed in this part of the analysis. Two other issues that were discussed in the 
interviews and student focus, including the disparity in level of singing acuity between 
vocal and instrumental students in practicum and student teaching experiences, are 
examined in a more comparative way between data sources at the end of this chapter. 
"Everyone tunes to each other," explained Beth regarding the absence of the 
piano or other accompanying instruments in the traditional a cappella choral ensemble in 
which she sang as a music performance major. Participants interwove the major themes 
"hearing" and "intonation," often combining them in reference to the same thought. 
Tania's comment, described previously, was representative of that combination of 
concepts: "Students internalize and become better listeners- tune to one another," 
Michael also combined hearing and tuning, as he spoke of the opportunity that a cappella 
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ensemble singing gives to the students in his groups through the process of tuning to one 
another: "It [traditional a cappella ensemble singing] encourages unique intonation 
... development ofthe inner ear." Mike described the level of awareness that he 
experienced in his contemporary a cappella ensemble, in his response to the question on 
the level of challenge of a cappella versus accompanied ensemble singing. "More 
difficult - "You are using more of your brain, always focused on pitches, intonation, 
tonality, functions of each pitch, expression." Singing in an a cappella ensemble does not 
automatically improve one's pitch, according to Tania; however, that environment does 
encourage awareness that would lead to such improvement: "If we sing a cappella, we 
have the capacity to sing with more perfect intonation." Evan described his preference for 
rehearsing on neutral syllables to allow singers the opportunity to focus on their pitch and 
their tone quality: "A cappella on neutral syllables allows singers to concentrate on 
sounds that they are producing due to the absence of words or accompaniment." Tang 
spoke of the process of centering the pitch in relation to experiencing the vibration of that 
note internally: "Finding the vibration contributes to settling the pitch, no over-singing, 
no competition." 
The heightened awareness that participants have described with regard to 
intonation has also been seen as a contributor to the process of sight singing. A major 
difference between these two themes and the impact of a cappella ensemble singing on 
each is that sight singing was viewed as a process that requires considerably more 
cognitive understanding of music in order to do it well, whereas intonation was seen as 
being more situational- tuning one's note within the context of a chord as opposed to, 
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for example, using a system of solfege syllables to approximate the distances between 
notes on a staff. "We need to be aware of intervals; this contributes to sight singing," as 
described by Raymond, captured the essence of the participant meanings with regard to 
proficiency in sight singing requiring more than simply stopping the rehearsal piano. As 
with intonation, a cappella ensemble singing was viewed as an environment conducive to 
the building of sight singing skills, due to the absence of the crutch caused from 
dependence on the piano. As Michael stated in his response regarding the use of a 
cappella in warm-up exercises, "Because they are so 'piano-reliant,' we want to make 
certain that they are not 'piano dependent' .. . it's ok to be piano reliant but not ok to be 
piano dependent." Gloria described her former choral director ' s use of unaccompanied 
hymns at the start of rehearsal as a means of practicing sight singing: "[The] chorus 
director' s use of a cappella hymns at the beginning of rehearsal as a training tool to 
improve sight singing ability of students." 
Sight singing skills are not as necessary in contemporary a cappella singing as 
they are in traditional choirs, according to several students in the focus group comprised 
of the non-music majors contemporary a cappella ensemble. Enad, admitted to not being 
proficient at this skill but that he benefited from the experience in other ways. "I'm not a 
great sight reader but it [singing contemporary a cappella] has helped with my pitch." 
Conversely, Kristin suggested that she had sight-singing skills prior to her involvement in 
contemporary a cappella but she lacked in other areas. "I could sight read but singing a 
cappella has improved my intonation and helped me to become more of an auditory 
learner." Melissa, the student leader of the group explained, "Having to teach the parts 
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and listen to the chords contributes to my awareness of music ... .! am a stronger singer 
and musician for having done both traditional and contemporary a cappella." 
Energy in a cappella ensemble singing is generated through the coordination of 
the rhythmic drive of the singers, according to students in the interviews and focus 
groups. Sue recognized the importance coordination of individuals, as shared in the focus 
group made up of members ofthe diction class: "Coordination of individuals within an 
ensemble is the goal. ... Without the piano, the vocal parts contain more of the drive." 
Anthony shared that opinion, as expressed in his response to the interview question 
regarding the level of challenge of a cappella ensemble singing: "Everyone needs to 
synchronize to the other parts ... this is more difficult in a cappella because of the 
distraction associated with finding the pitches .... You are conforming to a collective 
rhythmic drive." Christine spoke ofthe importance of rhythmic precision based on her 
experiences singing in contemporary a cappella ensembles: "Singing a cappella has 
strengthened my vocal performance by strengthening my rhythm skills." Brianne, a 
junior in music education and member of the focus groups made up ofthe music majors' 
contemporary a cappella group, made a distinction between the contemporary and 
traditional geme of a cappella ensemble singing, suggesting, "Singing words [in 
traditional a cappella] makes it easier to stay in rhythm; singing syllables [in 
contemporary] makes it more difficult to stay in rhythm." Faculty directors recognized 
the impact of precise rhythm in a cappella ensemble singing on other aspects of the acuity 
of the group. Tania suggested that the rhythmic coordination and drive of the individual 
singers affects the pitch of the group. In response to the interview question pertaining to 
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which skill(s) are developed most by a cappella ensemble singing, Tania chose, "Rhythm, 
then intonation ... use of movement within a piece will help their rhythm and help their 
tuning .... The motion will encourage proper tuning." 
The importance of intonation, sight singing, and rhythmic precision to the 
individual singers in the ensemble is viewed by the music education students in the 
interviews and focus groups, by faculty and graduates not only according to their own 
performing experiences but also through the lens that is associated with their training in 
music education. A question on the protocols of the interviews and student focus groups 
that investigated the relationship between successful teaching and experience in a 
cappella ensemble singing is considered next. 
Importance of a cappella for music education students. The importance of a 
cappella singing in the training of music education students was viewed differently 
according to background and the interests of the individual participants. Faculty directors, 
for example, who had a never experienced anything but traditional choral singing, 
whereas students and graduates who had experienced both traditional and contemporary a 
cappella ensemble singing in college, responded from a more inclusive perspective. A 
thread of similarity in all of the responses was that all music education majors (both 
vocally and instrumentally oriented) should experience a cappella ensemble singing in 
their performing and their training as undergraduate students. Students noted a disparity 
between the abilities of vocal and instrumental majors in their practicum experience. 
Mike explained that in practicum, students are required to teach using only their own 
voice - without accompaniment. The band students, according to Mike were not able to 
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sing in tune, "drifting in and out of tonalities." Mike surmised, "It's because they haven't 
yet found their own voice .... They haven't been using their voice." Don also pointed to the 
need for both vocal and instrumental music education students to experience singing a 
cappella ensemble music: "Regardless of what your instrument is, you have to be able to 
sing what your playing to understand the audiation that is involved in hearing it.. .It's 
essential for any teacher to be able to sing a cappella in tune." In further reference to 
inner hearing Karen explained, " As an instrumentalist, you wouldn't need to have the 
best vocal technique to be able to learn to audiate your part and to sing in tune." Whereas 
the previous responses were centered mainly on traditional a cappella ensemble singing, 
other students emphasized the need for training in both traditional and contemporary 
genres. Kristin, for example, pointed out the importance of music teachers having skills 
in the teaching of traditional choral reading and in rote learning that is a part of the 
learning experience in contemporary a cappella: "It is useful for teachers to have done 
both ... they compliment one another and teachers can play on the different learning styles 
associated with each." Enad's response further emphasized the diversity of skills needed 
in teaching both traditional and contemporary a cappella ensemble singing: "It is 
important for a teacher to know how to use a cappella to train choral singers, and how to 
use the piano to train a cappella singers." Enad's comment coincided with earlier 
explanations on the use of a cappella in teaching music that would eventually be 
accompanied. 
Faculty directors emphasized the value of experience, in their explanations of the 
need for exposing of music education students to a cappella ensemble singing. Michael's 
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response included the additional consideration of the personal development that 
individual students would acquire from the experience: "Experience is a great teacher." 
They should be able to do this. It is particularly important for developing self-reliance [in 
the rehearsal]. Francesca also spoke of the connection between a cappella ensemble 
singing and the notion of self-reliance in the role of the teacher, saying that exposure to a 
cappella ensemble singing is "very important for bringing a cappella into the classroom 
[rehearsal hall] and for proper modeling." Tim spoke of the need for diversity in the 
preparation of music education students, with emphasis on experience in both choral (not 
limited to only a cappella) and instrumental. "Students must be exposed to it all-
instrumental and choral.. .. A cappella is not necessarily weighted more than good choral 
experience, in general [although] in a cappella, it's easier for students to understand about 
tone color and vocal nuance." Tim also described the reluctance of teachers to use a 
cappella with their ensembles and the need to allow students to struggle through the 
challenges of a cappella ensemble singing without constant correction: 
Teachers often don't use a cappella, due to their own insecurities- fearing a 
disastrous outcome once the piano is taken away. Once you let them [students] do 
it, maybe without much criticism, maybe without nit picking every time they go 
sharp or flat, they' ll just start to do it. 
Graduates responses reflected the perspectives of five individuals, currently 
teaching choral music, four out of five of whom were primarily instrumentalists. Gloria, 
the one interviewee whose primary instrument was voice, explained that it was important 
for everyone to sing and that "Singing is the foundation for every musician." Jake saw 
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training in a cappella ensemble singing as a useful part of his training, adding that 
"Having a good ear in general is going to help a band teacher .... A cappella music is the 
best thing for your ear." Jake made reference to instrumentalists he had known from 
college who regret not having been involved in ensemble singing to a greater extent as 
undergraduates: "I have some [instrumental] friends that are wishing that they had done 
more singing [in college] because they are teaching chorus in addition to band." Jake was 
proud of the fact that his a cappella ensemble experience (traditional and contemporary) 
allowed him to model successfully, and that he was able to sing all of the parts in their 
original ranges without the aid of the piano, adding "It is way of proving yourself as a 
young teacher." 
Vocal technique. Range and tone quality were among the skills considered under 
vocal technique, along with the reinforcement of vocal lessons by engaging in a cappella 
ensemble singing. Responses of students in the individual interviews and the focus 
groups indicated that there are more opportunities in contemporary arrangements for 
extending the range and experimenting with a variety of tone qualities than there are in 
traditional music. Christine, proudly stated that she had sung parts from high soprano to 
bass in her a contemporary a cappella group: "Since getting into the group, I've 
developed a wider range." Christine went on to say that her lower range had expanded 
but that she had lost part of her upper range. This shift may have been due to the natural 
maturing of the voice, or to other issues related to vocal use that go beyond the scope of 
this investigation. From a faculty director's perspective, Francesca also explained the 
issue of vocal range in relation to genre: "Vocal range and flexibility happens in a passive 
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way in traditional music, both a cappella and accompanied, but happens more as a result 
of the repertoire in contemporary a cappella." Responses of some faculty directors 
located vocal range not with genre but with texture. For example, Michael explained, 
"Vocal range and flexibility changes between solo and ensemble singing." Brianne, a 
student in the music majors' contemporary ensemble described how contemporary a 
cappella singing allowed her to use a "light chest register," extending her range beyond 
the lower boundaries of the head register, which she had used exclusively in traditional 
styles. 
The effect of registration on range and tone quality was of concern to student in 
the in the interviews and focus groups. For example, Jenn's comment, which was also 
cited under the previous discussion of genre, describes a combination of register and 
resonance commonly used in popular music styles, "This is the only ensemble where we 
can practice mixed belting." By that statement, she was referring to the use of a chest 
register dominant sound that is more commonly associated with popular styles of music 
than with traditional. In reference to the diversity of tone quality needed in singing within 
the contemporary genre, Anthony declared in his interview (also cited previously) that 
that the sounds, which are required for an effective performance in contemporary a 
cappella, are "not necessarily pretty." With that statement, Anthony was referring to the 
instrumental emulation that is a part of much of the background vocals in contemporary a 
cappella. Jake explained that coming from a background of classical style lessons and 
traditional choirs, involvement in a cappella has contributed to his understanding of 
popular styles, which has helped prepare him for teaching repertoire in variety of musical 
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styles. Jake drew a connection between striving for a particular vocal production within 
contemporary a cappella ensemble singing and finding the authentic expressive qualities 
that are part of that genre: "Emulation of the vocal production of a well-known artist 
brings singers closer to the nuance of the style." The use of vibrato was considered within 
the context of both tone quality and intonation. Students in the music majors' 
contemporary a cappella ensemble described vocal technique of "tail ending" the vibrato, 
which means that as a note is held, most of it is sung without the use of vibrato (straight 
tone) and only at its very end is the vibrato brought into the voice. The effect of the 
process, which was described as one of tension and resolution within the melodic line, 
was attributed mainly to the solo part in contemporary a cappella. In relation to 
intonation, Tang commented, "We shouldn't tune to the piano but tune to one another in 
the ensemble while listening for the natural vibrato and timbre of the voice." 
Reinforcement of vocal lessons. Students recognized the benefits that their 
engagement in traditional and contemporary a cappella ensemble singing had on their 
experiences in their individual lessons. Student participants in this part of the inquiry 
included those students in the interviews and two out ofthree focus groups. None in the 
students in the focus group comprised of the non-majors' contemporary ensemble were in 
lessons at the time of the research. Don indicated that the skills that he had acquired in a 
cappella ensemble singing in the areas of sight singing, and tonal memory had improved 
his accuracy and had given him more confidence in his voice lessons. Carl benefited from 
taking his skills at unaccompanied singing into his practice for his voice lessons, as he 
found more confidence in not relying on the piano for pitches. Beth learned interpretive 
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nuance associated with different styles through her engagement in traditional a cappella 
ensembles that she was able to apply to the music in her voice lessons. Faculty directors 
pointed out the reciprocal benefits of voice lessons and a cappella ensemble singing. 
Ethan suggested that the vocal technique learned in voice lessons would enhance a 
student's ability in the chorus: "If you're singing with a good technique, you are most 
likely to sing in tune." Ethan also explained that his individual voice students are 
encouraged to practice a cappella, which leads to "an awareness of maximum resonance, 
which reinforces the concepts learned in individual voice." Margaret speculated that the 
use of unaccompanied singing is common in voice lessons: "I would venture to guess that 
good teachers are using a cappella singing in their classes already." Graduates focused on 
the more acute inner hearing that they perceived as having resulted from their 
experiences in traditional a cappella ensemble singing. Raymond, a pianist, suggested 
that he was better able to internalize the interior lines of his piano music. Evan, a 
trombonist, explained that singing a cappella ensemble music had helped with his 
intonation, as he "began to listen more critically to his tuning" and began paying more 
attention to the particular slide position that he was using. 
A cappella ensemble singing leads to the development of musical and vocal skills 
of undergraduates students, as evidenced by the many noteworthy accounts of the 
personal experiences of students, faculty directors, and graduates. What follows is an 
account of my personal observations of five choral rehearsals at five different colleges 
and universities. The data collected in these sessions, along with that of the interviews 
and focus groups triangulates (Creswell, 2005) to present a thorough investigation of the 
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research question one: In what ways is a cappella singing perceived to contribute to the 
musical development of college student musicians? 
Field Observations 
Field guide questions. Observation data was collected through researcher field 
notes identifying the specific use of unaccompanied singing related to the warm-up 
process and the learning of repertoire. In an attempt to establish a standardized means of 
assessment, I developed an observation field guide that focused on specific aspects of 
each of the rehearsals (see Appendix J). Some of the data was collected through my 
initial contact with the directors/contact persons of the ensembles. This information 
addressed the first two questions on the Observation Field Guide. The bulk of the data 
was related to questions three through nine on the guide, which came from my personal 
assessment of the rehearsals. The data was not restricted to the questions on the field 
guide. In keeping with procedures of qualitative research, I attempted to keep the 
investigation flexible and pertinent to the participants in the study. Any peculiarities 
found pertaining to the five groups that I observed that did not fit in any of the categories 
of information on the guide were recorded in my notes. The final question provided an 
opportunity to notate peculiarities ranging from visual appearance to tone quality. For 
example, one of the contemporary ensembles stood in large semi-circle formation-
reminiscent of a traditional choral group - with each of the soloists remaining in the line 
rather than coming into the middle of the circle in a way that is more typical in this 
musical genre. Whereas, this wasn't a major contributor to the overall sound of the 
ensemble, it represented a uniqueness that was important in terms of appearance and 
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interaction among group members. 
During initial contact with the director or student representative, I determined that 
the ensemble was comprised of undergraduate students and collected information that 
was to become helpful in understanding the basic composition of the group. This 
information provided answers to the first two questions on the field guide, which focused 
on basic demographics with regard to the number of readers versus non-readers in the 
group, and on the percentage of majors to non-majors. All ofthe groups, except one, 
contained music majors. The reason for the one not having any majors was that the 
sponsoring university did not have a music major as part of its curriculum. Of the 
remaining four ensembles, each contained a mix of majors and non-majors, though the 
ratio varied between institutions. For example, one of the contemporary ensembles and 
one of the traditional groups were comprised mainly of majors. Of the two that remained, 
one had approximately fifty percent majors, whereas the other contained mainly non-
maJors. 
The remaining questions on the guide were answered through the process of 
observation. Question three assessed the ensemble's use of a cappella in warm up and 
choral training exercises. This question also appeared on the protocol for the interviews 
and focus groups. The term "exercises" is used liberally here, as a cappella songs were 
sometimes incorporated into the warm-up routine. For example, two traditional 
ensembles used homophonic four-part pieces as part of their warm-ups. Both sang on 
neutral syllables instead of the words and without accompaniment, which led me to 
observe that the goal of this practice was to encourage listening among group members. 
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The contemporary majors ensemble did not include warm-up exercises in their rehearsal. 
That aligned with the practices of one of the faculty directors, who described in an 
interview his incorporation of warm-ups into the actual repertoire. Whether the members 
of this student-run ensemble had a similar goal in mind or that they didn't engage in any 
warm-up exercises for a different reason could not be assessed through the observation. 
An attempt to clarify this point with a member of the ensemble subsequent to the 
rehearsal was somewhat unproductive. 
Questions four and five were similar in nature, pertaining to the use of a cappella 
versus accompaniment in the rehearsal. The former investigated the ensemble's reliance 
on the piano when learning new a cappella music, whereas the latter sought to understand 
the use of a cappella in the learning process with music that had intended to be performed 
with accompaniment. Both of these questions were also part of the interviews and focus 
groups. The amount of piano used in the rehearsal of a cappella music ranged from very 
little to all of the time. One of the contemporary a cappella ensembles used the piano only 
to give starting pitches, whereas in one of the traditional ensembles, the pianist played 
along, throughout the entire rehearsal. The remaining groups used the keyboard to 
reinforce notes in difficult areas of their repertoire. Given that three of the ensembles 
sang exclusively a cappella, the latter question only applied to the remaining two 
traditional groups. Each of those two ensembles was different in their approach to the use 
of a cappella in learning accompanied repertoire. One used the piano almost 
continuously, whereas the other ensemble used a mix of a cappella and keyboard in 
rehearsing accompanied repertoire. 
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Item six pertained to the styles and genres of a cappella repertoire being 
rehearsed. The repertoire of the three traditional ensembles ranged from Renaissance to 
octavo arrangements of popular songs. Most of the repertoire in one of the ensembles was 
pre-sixteenth century; another ensemble rehearsed both Renaissance and contemporary 
art music; whereas the third group included a mix of art music from various eras, and 
arrangements of popular songs. Observations of the contemporary ensembles revealed a 
repertoire list that is fairly typical of other contemporary collegiate a cappella groups, 
consisting of radio pop and rock songs, with the voices providing the lead, harmony and 
rhythm. The contemporary majors ensemble that consisted of mainly music majors used 
arrangements that were generated from within the group, either by one member or by a 
collaborative effort on the part of several students. The contemporary non-majors 
ensemble adapted some generic arrangements that had been listed on an Internet music 
company, along with others that had been professionally arranged for that ensemble. The 
use of "vocables" (Duchan, 2007b) provided background sounds that emulated the 
various instruments found in the original recording. In the contemporary majors 
ensemble, the lead vocal line was often divided among several members of the group 
throughout many of their songs. The contemporary non-majors ensemble tended to 
feature one or two soloists per song. 
Items seven, eight and nine focused on elements of musical expressiveness. 
Balance, blend, dynamics, phrasing and articulation were each assessed. It was apparent 
in all ensembles that expressivity was of major importance, especially in those traditional 
and contemporary groups that were faculty-led. Attention to dynamics and balance was 
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observed most of all. The role of the director as an objective listener proved an effective 
means of achieving a balance within and between sections, and, in the case of the faculty-
led contemporary non-majors a cappella ensemble, between the soloist and the other 
singers. The student-led contemporary majors ensemble was only able to control the 
balance to the extent that it could be assessed from within the group as the students were 
singing. This situation seems to support the point that was made by a member of this 
ensemble during one of the focus groups that called for a "wise ear" to listen and make 
suggestions, referring to having the support of a faculty facilitator/mentor for that 
purpose. 
Observation findings. All ensembles demonstrated sensitivity to blend, often 
taking time to work on a similar vocal production of language sounds. The contemporary 
groups displayed the widest range of tone coloring. Often emulating the sounds of 
instruments, tone in these groups ranged from bright and brassy to dark and mellow. 
Changes in vocal registration were also much more apparent in these groups than in the 
traditional ensembles. Singers employed the use of the chest register to produce a "belt" 
tone, in contrast to a lighter head registration for a higher flute-like quality. The soloists 
also experimented with a wide array of timbre, as they emulated the sound of the singers 
that had originally recorded the songs that they sang. 
The traditional ensembles exhibited a more subtle range of tone color, at no point 
ever venturing into the area of belt singing. Dynamic contrast existed, as did the use of 
straight tone versus vibrato. The degree to which directors used each timbre varied 
between ensembles. One group in particular used that which may be described as a 
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soloistic approach to choral tone production, one that was full and vibrant throughout 
most of the rehearsal, albeit somewhat inflexible in interpreting repertoire from a variety 
of points throughout music history. Others appeared more flexible in accommodating the 
stylistic differences in pieces from the various eras. 
Articulation and phrasing were also apparent in all ensembles. The most obvious 
contrast in articulation was in the contemporary groups' use of"vocables" to emulate 
instrument sounds. The vocal percussion (beat boxing) added a dimension to the music of 
these ensembles that was unmatched by the traditional groups. One or two members, 
using the lips, tongue, and teeth, produced a variety of percussive sounds as an underlay 
to the melody and harmony that were spread out among the remaining parts. Background 
voices often reflected the rhythmic drive that is common to the rock style, through non-
sense syllables that propelled the phrasing through energetic pulses of harmony followed 
by brief moments of silence to produce a sound that captured the dance-like rhythms of 
this music. Depending on the tempo of the song, this was contrasted by backgrounds that 
set a different mood through more sustained chord tones that alternated between neutral 
syllables - often on the [ u] vowel sound - and reiteration of a portion of the text line that 
the soloist had recently sung. The range of articulation in the traditional groups reflected 
the legato of the broad, sustained lines contrasted by pulsing staccato passages. The 
emphasis on cadence points was apparent, especially in music from the Renaissance, 
where the singers produced a vibrato-less tone that highlighted the closing of each phrase. 
The next consideration pertained to the functionality of groups' dynamics. Did 
singers play an active role in the rehearsal process? Was there an atmosphere of 
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congeniality? Were students inspired by the instructor/student leader' s comments, 
directions? Was the group able to achieve a level of music making at any point in the 
rehearsal that would be near performance quality? The overall character of the rehearsal 
was assessed for productivity. 
All groups maintained a positive, productive learning environment, regardless of 
whether they were led by a faculty director or by the students themselves. In the student-
led contemporary majors ensemble, decisions were made collectively and through 
consensus agreement. Students appeared open to each other's suggestions related to 
interpretation, intonation, rhythmic drive, and articulation. They experimented and then 
evaluated the outcome. The student arranger played a lead role in teaching the songs to 
the remaining members. However, it was the element of collective decision-making that 
gave this ensemble its unique place among those that were observed. Students appeared 
to accept the shared responsibility willingly, each understanding her/his own place in the 
continuance and advancement of the ensemble. This aspect of group dynamics seemed to 
align with that which had been raised in the interviews, regarding the element of 
responsibility, which participants associated with a cappella singing. An unusual aspect 
of this ensemble was that, as mainly music majors, its members had the capacity to learn 
music on their own, without depending on certain members in a leadership capacity to 
teach notes by rote. This appeared to contribute to the efficiency with which the group 
functioned at the rehearsal. There were few times that the rehearsal came to a halt so that 
lines could be played on the keyboard. 
Faculty-led ensembles functioned efficiently in rehearsal. Directors often 
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interjected humor into their teaching to keep the rehearsal upbeat and positive. One 
particular director displayed masterful control of the rehearsal with regard to balancing 
humor and a serious sense of purpose at all times. Students responded to his directions 
with both enthusiasm and respect. This was also apparent in the rehearsal of the faculty-
led contemporary non-majors ensemble. Despite the fact that none of the students in this 
group majored in music, the director of this ensemble was able to keep the students on 
task, while simultaneously maintaining an element of fun. The noticeable difference 
between the student-led ensemble and those directed by faculty was in the active role that 
students took in running the ensemble, at least as far as what could be assessed at the 
rehearsal. Despite the fact that a few students were in leadership capacities - carrying out 
tasks such as music distribution- it was apparent within this context that the decision-
making process was not extended to the entire group but, instead, resided with the 
director. 
The final consideration centered on identifying unique characteristics of the 
various ensembles. The groups tended to display obvious similarity as a result of the 
genre of music that was rehearsed - traditional versus contemporary. Other similarities 
included faculty-led as opposed to student-run, as well as mixed membership that 
consisted of soprano, alto, tenor and bass. The uniqueness of each group lay in both 
musical and non-musical considerations. For example, as discussed previously, the 
standing order of the contemporary majors ensemble was what is commonly referred to 
as horseshoe configuration. The reason that this was unique is that this arrangement is 
more common among traditional ensembles than contemporary, which tend to position 
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the soloists in front of the rest of the group. A unique characteristic of the faculty-led 
contemporary non-majors ensemble is the fact that it had the support of both a faculty 
director and accompanist. 
The analysis of the interviews and observations presented follow the qualitative 
practice of thick description, based on the actual statements of the participants along with 
my personal reflections of the data. The next section in this chapter discusses the coding 
employed to support that analysis. 
Segmenting and Coding 
Participant responses were divided into segments, or "meaning units" (Gall, Borg 
and Gall, 1996, p. 563). Expectedly, much of the verbatim transcription taken from the 
discussions was related to items on the initial interview protocol. However, as the 
discussions transitioned to other related topics and subtopics, participant meanings 
contributed to the depth and breadth of the data. That information was then separated 
into segments, bracketed7 and assigned a descriptive code that consisted of a few words. 
Finding similarities in responses across numerous transcriptions was assisted by the use 
of technology. The sorting feature in Microsoft Excel was used to facilitate the 
organization and comparison of codes assigned to the discussions with participants. The 
segments extracted from transcriptions, the questions with which they were associated, 
and the assignment of codes, were copied onto a spreadsheet. In column A, B, C, D, and 
E, respectively, were the question number, participant's initials, the questions, text 
7 Bracketing refers to the process of marking participant statements from which codes are 
drawn (see Fischer, 2008; Burns and Grove, 2003; Parahoo, 1997). 
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segments, and the extracted codes (see Table AB 1). At that point in the process, the data 
had been arranged by interview, with the all of the responses from one participant in 
consecutive rows. After all of interviews had been added to the file, the data were then 
sorted according to question number. This procedure placed the responses for all 
interviewees in consecutive order by question, allowing for efficient comparison of the 
codes. A similar process was then carried out for participants in the focus groups and for 
the data collected in the observations. In a separate analysis, I highlighted words and 
phrases on each of the transcriptions using colors from the highlighter color palette that is 
part of Microsoft Word prior to exporting the data to Excel for further sorting (see 
Appendix K). Referred to as in vivo codes, this method of analysis consisted of direct 
quotes from participants instead of the researcher' s interpretation of what had been said 
(Creswell, 2005). Mainly found in hand-coding procedures, the color-coding of 
participant responses had been a standard method of analyzing qualitative data since 
before the time of computers, when researchers employed the use of index cards for that 
purpose (Creswell, 2005). The current method of analysis used in vivo codes but relied on 
technology to sort data quickly and to provide the color palette from which to choose. 
The main reason for using an in vivo approach to coding was to give sufficient emphasis 
to participant meaning. Given that the current research was centered on the perspectives 
of students, faculty, and graduates of three to five years that were teaching music at the 
time ofthe investigation, the inclusion of participants' verbatim description enhanced the 
analysis by remaining close to the source. Whereas most participants agreed that a 
cappella singing had been beneficial to the individual student, the use of quotes led to a 
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deeper understanding of the meaning behind the perspectives of the individuals involved 
in the study. Specific words and phrases from these quotes were used to inform the codes 
that had emerged through the process of segmenting and bracketing. The two methods of 
analysis were combined to produce an extensive list of codes, from which themes were 
later drawn. These codes were sorted by topic and assigned a descriptive title. For 
example, codes related to the in vivo fragments "ownership," "take risks," "trust," "self-
reliance," "responsibility," "confidence," and the researcher-extracted independence, 
challenge, motivation, responsibility, and independence, were placed in the category, 
personal attributes. Colors aided in the placement of extracted words and fragments into 
the various categories. For example, all codes related to personal attributes were given 
the bright green highlight. The assignment of colors allowed for quick access to quoted 
material collected in the interviews and focus groups, as well as to highlighted segments 
of my notes from the observations. A complete list ofthe abbreviated in vivo codes 
collected from the interviews, along with the colors that I assigned to each may be found 
in Appendixes K. In vivo codes from the student focus groups may be found in Appendix 
M. In vivo codes shown in comparison with those that I had extracted through the process 
of segmenting and bracketing of data may be found in Table AB2. 
Themes emerged during the coding process, as codes pertaining to similar topics 
were organized into groups, and then examined for recurrence, first between groups of 
individuals and then between questions on the interview protocol. For example, in 
response to the question "Which of these skills on the list have benefited most from a 
cappella singing?" one participant from the graduate group chose "sight singing." Her 
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choice was then extracted as a code that could be compared to codes associated with 
students and faculty directors, in order to determine if a theme pertaining to sight singing 
had emerged between groups. The code was then compared to those found in the 
discussions with others in the recent graduate group associated with other questions, such 
as, "Did singing a cappella in an ensemble reinforce what you learned in the ear training 
part of music theory? Please explain." If graduates' response to this item also included 
the code "sight singing," it was then interpreted as a theme between items on the 
protocol. 
Themes that emerged from the groups of codes were sorted according to 
similarity of content (see Appendix 0). Themes were also labeled according to 
Creswell' s (2005) classifications on type (pp. 237-243). Major and minor themes were 
determined by the prevalence of similar codes among different groups of individuals. If 
similar codes were discovered in the responses of all three groups - students, faculty 
directors, and graduates- the resulting theme that emerged was considered to be major. If 
the codes were found to be similar between only two groups, the resulting theme was 
considered to be minor. The code "cooperation," for example, which referred to the 
interaction that existed between members of the ensemble in the rehearsal and 
performance of a cappella music, emerged in all three groups of participants during the 
course of the interviews related to the question that asked participants to discuss the 
impact of a cappella singing on six specific skills (see Table AB3). As a result, I labeled 
this code a major theme between groups. 
The distinctions, "ordinary" and "unexpected," were determined by whether the 
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theme had been the expected result of the question on the interview protocol to which it 
pertained (Creswell, 2005, p. 243). For example, in the case of the question on targeted 
musical skills, a list of six specific skills was given to participants for discussion. Given 
that these skills were already named as part of the interview protocol, any reference to 
them by more than one group of participants was labeled an ordinary theme. Included 
among the ordinary themes were skills such as "blend," "ear training," and 
"expressivity." Unexpected themes were derived from codes that were not directly tied to 
specific items on the interview protocol, but instead were generated out of participant 
meaning. Unexpected themes were found among codes such as "confidence," 
"cooperation," and "independence." Hard to classify themes were those that contained 
codes that could be aligned with more than one theme. In this analysis, only two themes 
were given this designation. "Sight singing" and "blend" were the two that were labeled 
hard to classify, as each contained codes that would have fit with other themes. For 
example, codes related to blend pertained to both vocal technique and expressivity, and 
could have easily have been attributed to either of them. Ultimately, I decided to allow 
the topic, blend, to stand on its own as a theme in this part of the analysis. 
In a separate analysis, codes were compared between questions. Themes were labeled 
major, ifthe same code was found in three or more questions, minor, if found in only two 
questions. Minor themes were those whose codes had been present within the same group 
for only two questions. For example, a minor theme between questions was found within 
the personal attributes category. Two closely related codes, "challenge brings sense of 
achievement," and "personal accomplislunent," originated from discussions with 
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members of the graduate group. The codes were in reference to the question that targeted 
specific musical skills, and the question that asked participants to name the skill that was 
most affected by a cappella singing (see Table AB 4). A complete list of the various 
theme types that emerged from codes between questions can be found in Appendix 0. 
Themes were merged into broader categories based on similarity, in keeping with 
qualitative research traditions as termed by Creswell as "first and second-order 
abstractions" (2005, p. 245). Within the analysis process, numerous codes emerged from 
the raw data during the segmentation and bracketing process. These codes were then 
reduced to a lesser amount of themes (first order abstraction), which were then combined 
to produce even fewer themes in a second order abstraction. The result was a much 
shorter list of themes, each representing a broader, more comprehensive description of 
the phenomenon. A total of seven, broad combined themes emerged as a result of this 
analysis (see Table AB5). 
Codes and Themes Between Groups 
Demographic information. The initial items on the interview protocols of all 
groups were background related. Coding the data in this section involved identifying 
characteristics, such as music major, and involvement in traditional and/or contemporary 
a cappella, within each group of participants. The number of individuals with similar 
involvements were tallied and then compared between groups in the form of simple 
percentages. This form of analysis, though more commonly associated with quantitative 
research, was useful in establishing an understanding of the background of the 
participants in this phase of the study. Orcher (2005) supported the use of descriptive 
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statistics in qualitative research in outlining demographic data suggesting that 
percentages are appropriate for information such as "age, income and educational status 
of participants" (p. 13 7). Here, the percentages assisted in describing characteristics, such 
as music major/non major status, primary instrument, and participation in traditional 
versus contemporary a cappella. The descriptive statistics found in these few questions 
were not compared with analysis from the survey in phase two, due to the relatively small 
and non-randomized sample size of the qualitative research. The objective in collecting 
this information was to develop a broader understanding of the participants and to 
establish a context for their responses. For example, when describing faculty involvement 
in contemporary a cappella, it was interesting to note that only one actually led an 
ensemble of that type, compared with a larger student involvement in that genre. 
Questions one through five pertained only to the business of the interviews, such as 
name, date, time and place, and were not coded for comparison. Question six for students 
and graduates addressed the undergraduate degree. Of the six students that were 
interviewed, two were music education majors; one was music and business; the 
remaining three were non-majors. All five graduates had majored in music when they 
were undergraduates. As a follow-up to this question, students and graduates were asked 
to identify their primary instrument. All of the students selected voice as their instrument, 
whereas only two out of five graduates were primarily singers. The remaining three were 
instrumentalists. Students in all three focus groups reported that voice was their primary 
instrument. The following codes were extracted from the discussion on item six: "Music 
major," "non-major," "voice as primary," "instrument as primary" (see Table AB6). All 
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of these codes were expected, in as much as they were topics of the discussion. No 
additional codes emerged pertaining to this question, during the course of the interviews. 
Question six for faculty directors inquired about their teaching responsibilities at the 
undergraduate level. This question attempted to determine whether choral directing was 
the primary focus of each director. The primary responsibility for all in the faculty group 
was that of choral director. Most, however, had additional teaching responsibilities, such 
as music theory, music history, and voice lessons. None directed instrumental ensembles. 
As the responses to this question pertained only to the background of one group of 
participants, I did not attempt to extract codes from these discussions. Questions seven 
and eight on the interview protocol for students, faculty and graduates related to 
experience in a cappella singing (directing), and the specific styles of a cappella in which 
participants were involved. Responses to this question were somewhat unexpected, as 
participants were not chosen to participate in the individual interviews based on their 
involvement in any one particular genre of a cappella ensemble singing. Five students 
who sang in traditional ensembles, also sang in contemporary groups (see Table AB7). 
Codes for both "traditional" and "contemporary" a cappella ensemble singing were 
extracted for this item. All seven faculty directors taught in the traditional genre of a 
cappella choral singing. Three taught contemporary styles that included octavo scores of 
jazz and barbershop, but only one faculty director actually taught a contemporary a 
cappella ensemble, with emphasis on the emulation of artists within the radio pop and 
rock styles. Three of the five graduates had engaged in only traditional styles of a 
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cappella while they were in college. The remaining two had been in contemporary a 
cappella groups. 
Uses of a cappella. Students, faculty directors and graduates gave expected 
responses to the question related to the use of a cappella in warm-up and choral training 
exercises (see Table AB8). Codes were extracted from each group of interviews 
pertaining to "intonation" and "ear-training." The same codes also appeared in the focus 
groups and were noted in the observations. Ordinary themes were noted between all 
groups related to these two codes. The hearing category received attention from two 
groups. Students spoke of"hearing others more clearly," whereas graduates emphasized 
"listening" in this discussion. Codes were assigned in both groups under the general 
heading, "hearing." An ordinary theme was noted between these participants. "Blend" 
was raised also only by students. Therefore it was given a code but not a theme for this 
topic. The "use of piano" in warm-up exercises surfaced in interviews with students and 
faculty and was supported in the observations. A theme was noted between these two 
groups. 
The use of a cappella in rehearsing music that was intended for performance with 
accompaniment was the topic of question 12 on the interview protocols of students, 
faculty and graduates (see Table AB9). "Tuning" and "hearing" were the codes that were 
the most referenced by participants, in general. Students and faculty directors spoke of 
"intonation." Individuals in all three groups mentioned "hearing." Themes were noted in 
both of these areas of interest. Students also discussed "sight singing," "responsibility" 
and "balance." However, no themes were observed between groups on these topics, due 
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to the fact that only students brought them up for discussion. Faculty directors mentioned 
"confidence," "vocal control," "ensemble experience," "preparation," and "use of piano," 
specifically the issue of removing the piano early in the process of learning music. 
Graduates were the only group that mentioned "blend." No themes were noted related to 
these codes. 
Philosophical considerations. Faculty responded to the question on their 
personal philosophy of a cappella singing by discussing the personal attributes of the 
individuals in their groups. "Increased responsibility," "independence," and "self-
confidence" were codes that surfaced in the discussions. Additionally, faculty voiced 
opinions regarding the limited "use of piano" in rehearsal, students' increased musical 
"awareness," and understanding of"phrasing." Students and graduates were not asked 
specifically to share their philosophy on the use of a cappella. Whereas there were several 
times throughout the interviews when the discussions with students and graduates took on 
a philosophical tone, these discussions have not been compared with faculty directors. 
Development of aural and music reading skills. Several questions addressed the 
general impact of a cappella ensemble singing on the development of musical skills in 
undergraduate students. To begin the discussion on this topic, a general question was 
asked that encouraged participants to explore and identify the benefits of a cappella 
singing: "Do you feel that your/your students' involvement in cappella singing has 
affected your/their musical development in any way? Please explain." That question was 
followed by an inquiry into the impact of specific musical skills (see Appendixes E, F, 
G). Subsequent questions explored participant perceptions on a cappella's role in the 
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reinforcement of lessons, music theory class, the preparation of students preparing to 
become music teachers, and in the teaching of musical styles. 
Responses to the general impact of a cappella ensemble singing on the 
development of musical skills in undergraduate students were consistent among 
participants (see Table ABIO). Ordinary themes were observed between all groups based 
on codes related to hearing, rhythm, sight singing, intonation, and the ensemble 
experience. Similar alignments existed between students and faculty on two additional 
codes, producing themes in the area of vocal technique, with particularly reference to 
blend and vocal flexibility. Students and graduates responses were similar that singing a 
cappella also contributed to an individual's responsibility. Faculty directors' and 
graduates' responses expressed common interest related to "self-reliance," and 
"independence." Additionally, codes were extracted from interviews with students 
pertaining to "balance," "arranging," "improvising," "confidence," "ear-training," 
"learning modes," "audiation," as well as the "distinction between traditional and 
contemporary" a cappella. Related only to the faculty discussions were codes specific to 
the "dissenting view." Faculty directors raised the concern that whereas some skills are 
developed more through a cappella singing, others are not, and that the success of much 
of the development is dependent upon the individual director. Codes were noted for "not 
necessarily related to a cappella," and for "faculty directors' responsibility;" however, no 
themes were noted, due to the fact that these codes were only found in the faculty 
directors' group. 
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Impact on targeted musical skills. Participants were asked to discuss the 
development of specific musical skills relevant to a cappella ensemble singing (see Table 
AB 11 ). Encouraging participant description and meaning was the objective behind the 
discussion of specific musical skills. As a sequel to the general question that asked 
interviewees to identify skills to which a cappella ensemble singing contributes, this 
question allowed comparison between responses to specific named skills. It was in the 
analysis of these discussions that many questions for the survey employed in the 
quantitative phase of my research were generated. For example, issues related to "vocal 
technique," including "range," "resonance" and "register" that participants emphasized 
during this part of the interviews and focus group discussions were carried forward into 
phase two of the study as a section of the survey related to "vocal technique." Responses 
from students, faculty directors, and graduates were similar on two points: "tuning to 
each other" instead of the piano leads to better tuning; and, "cooperation among group 
members" is increased through a cappella singing. A major theme was noted between all 
groups in each of the aforementioned categories. Faculty directors and students had 
several codes in common. A theme was observed relative to the "wider vocal range" 
associated with contemporary a cappella styles, particularly in the lower part of the voice. 
The responses of students and faculty directors also indicated that "internalizing rhythm" 
was an attribute of singing a cappella ensemble music. A theme was also noted between 
groups in this area. Graduates raised the point that hearing other parts was accomplished 
more easily when singing without accompaniment. The code, "hearing," was assigned to 
that comment. Additional codes were assigned only within the context of the interviews 
196 
with either faculty directors or students. Interestingly, most of these codes had to do with 
contemporary a cappella. Faculty directors spoke of the "high aptitude" that is often 
found in students that sing a cappella. Whereas this point was confirmed in my 
observations of the two contemporary ensembles, high student aptitude was also apparent 
in my observations of the three traditional ensembles. Student interviews led to the 
generation of several codes. The first two reflected the influence of a cappella ensemble 
singing on "solidifying the rhythm" and promoting a "collective rhythmic drive." 
"Improvisation" surfaced in reference to the contemporary a cappella ensemble 
experience. This pertained to the improvisatory practices of the lead singer in achieving 
the sounds that are commonly associated with the popular styles. "Vocal registration" 
was also a topic of these discussions. Students felt that contemporary a cappella allowed 
the use of the "belt voice," whereas traditional a cappella did not. The final code that was 
drawn from the interviews was interval awareness." Student responses indicated the need 
for increased "awareness" when singing without the aid of an accompanying instrument. 
The second part of the question on targeted musical skills asked participants to 
select which of the specific skills were developed most by a cappella singing. In addition 
to the choices on the list, several participants in the student and graduate groups included 
what they considered most significant about a cappella singing, in general. In an attempt 
to keep the findings focused on participant meanings, I have included these additional 
concerns in the analysis. Items on the list of targeted skills received mainly uniform 
attention among the students, faculty directors and graduates related to this part of the 
question. The combined choices of interviewees in all three groups represented all six 
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skills. Students selected all six. Faculty directors chose four out of six, including 
"intonation," "tonal memory," "musical expressivity," and "rhythm." These four skills 
plus "sight singing" were also recognized for their importance in my observations of 
faculty-led, traditional choral ensembles. The contemporary a cappella groups that I 
observed tended to focus on "tonal memory," "musical expressivity," "rhythm," and 
"vocal range and flexibility." Graduates chose all skills except musical "expressivity" and 
"rhythm." Themes were noted between all three groups in the areas of"intonation," and 
"tonal memory;" between faculty directors and students in musical "expressivity" and 
"rhythm," and between students and graduates in the area of"sight singing." 
The additional benefits that participants chose as the most significant included 
"internal hearing," "blend," "responsibility," "unique collective tuning process," 
"improvisation," "personal accomplishment," "hearing," and "collective rhythmic drive." 
It is interesting to note that students and graduates mentioned these benefits in the 
discussions on musical skills that were developed most by a cappella singing. Faculty 
directors mainly stayed within the boundaries of the question, as presented, and selected 
from the six skills on the list. Of these additional benefits, students in the individual 
interviews and focus groups contributed the first five benefits, whereas graduates 
mentioned the last four benefits. No themes were noted, as there were no overlaps 
between groups. 
Reinforcement of individual lessons. Students, faculty directors and graduates 
were asked whether a cappella ensemble singing reinforced that which was learned in 
individual lessons (see AB12). All three groups acknowledged that "intonation" was 
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strengthened by a cappella singing. Students and graduates also emphasized "inner 
hearing." Students and faculty directors responded by addressing issues of"vocal 
technique," including a "natural way to produce sound," "vowel shaping," "tone color," 
"range" and "resonance." One faculty director represented the dissenting opinion among 
those who were interviewed, suggesting that a cappella ensemble singing did not 
reinforce vocal technique. Themes were noted between students and faculty directors, 
students and graduates, and between all three groups pertaining to the codes as herein 
described. A major theme was found related to "intonation." Minor themes were noted in 
"vocal technique," and "inner hearing." 
Reinforcement of music theory. Participants were asked to respond to whether a 
cappella ensemble singing reinforced the ear training and sight-singing component of 
music theory (see Table AB13). All three groups responded similarly that "inner hearing" 
and "sight singing" were common to both learning experiences. Although sight singing 
was not mentioned specifically in discussions with faculty directors, it was clearly 
emphasized in one of the traditional faculty-led ensembles that I observed. In fact, sight 
singing predominated the work that took place in the rehearsal. Themes were noted 
between students, faculty directors, and graduates pertaining to both of these codes. A 
major theme was found related to "inner hearing," and a minor theme for "sight singing." 
Level of challenge. Interviewees were asked to explain whether they perceived a 
cappella singing to be more or less challenging than accompanied singing, and, if it was, 
whether the level of challenge contributed to the development of musical skills (see 
AB14). Codes were extracted from the discussions in the areas of"responsibility," 
199 
"intonation," "rhythm," "independence" and "musical expressivity." Additional codes 
were discovered within dissenting opinions related to the "level of challenge" that was 
dependent on experience and "style," on the point at which students were in the learning 
process of a particular piece, and on specific, acquired skills. For example, "rhythmic 
challenge" was seen by one student, as relating to the style of music being performed. A 
major theme was found between students, faculty directors, and graduates in the area of 
"intonation." Students and faculty directors also emphasized "responsibility." A theme 
was noted in the responses of students in the focus groups, and student and faculty 
interviewees in the area of "musical expressivity" 
Level of interest. The discussion on level of interest in a cappella singing was 
intended for students and graduates only. The question attempted to assess the interest 
level of the students that engaged in a cappella singing throughout their undergraduate 
years. Faculty directors were not initially included in this discussion, as the question 
sought information that pertained only to students and graduates as related to their own 
college experiences. In an attempt to allow quantitative measurement between students 
and faculty directors in the survey questionnaire of phase two, faculty directors were 
asked to respond to this question based on their perceptions of the interest level of their 
students. 
Codes emerged from student interview data pertaining to the relationship between 
their perceived increase in proficiency at a cappella ensemble singing and their level of 
interest (see Table AB15). Similar codes were noted in the responses of graduates on this 
topic, whose responses also indicated a connection between "comfort level" and "level of 
200 
interest." A theme was noted between students and graduates in the area of"proficiency 
implies interest level." The theme indicated that the more proficient students become at a 
cappella ensemble singing, the more interested they become in engaging in a cappella 
ensemble singing. 
Knowledge of music styles. Participants were asked to identify whether a 
cappella ensemble singing teaches students about musical styles. As explained previously 
in this report, interviewees had various opinions on this topic based on their interpretation 
of the term "styles." Thus, the code "genre versus style" was assigned to the discussions 
in all three groups. A theme was noted for this code, given its frequency amidst the 
various responses. However, no theme was given to any particular genre or style, as a 
result of the range of interpretation of those terms by individual participants within each 
group. A major theme was noted between all groups in the area of"vocal technique," 
specifically related to "tone quality," "vibrato versus straight tone," "nonsense syllables," 
"resonance," and "range." Additional codes were found among students in the area of 
interest, with particular reference to singing contemporary music (see Table AB 16). My 
observations of traditional and contemporary ensembles also affirmed the emphasis on 
issues related to vocal technique and level of interest, as both traditional and 
contemporary ensembles that managed to get beyond the note learning and focus on tone 
quality, diction appeared to be more engaged in their music making. A minor theme was 
noted related to "interest" within the context of the discussions on knowledge of musical 
styles. Whereas level of interest was the topic of a previous question on the interview 
protocol for students and graduates, it also surfaced in the student focus group 
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discussions related to musical styles. A code was assigned to graduates' dissenting 
opinion that questioned whether a cappella played a role in acquiring knowledge of 
musical styles. No theme was observed in this topic area between graduates and any other 
group. 
Preparation of music education students. Participants in the interviews and 
student focus groups were asked to discuss the extent to which a cappella ensemble 
singing is necessary for music education students' preparation as teachers (see Table 
AB 17). Responses of students, faculty directors and graduates indicated that a cappella 
ensemble singing was beneficial to both vocal and instrumental teachers in training, with 
particular emphasis on the discrepancy in singing abilities between vocal and 
instrumental students in practicum and in the classroom. A major theme was noted 
between groups in this area. Minor themes were found between students and faculty 
directors on the topic of "audiation/inner hearing;" between students and graduates 
related to "intonation;" and between faculty and graduates related to the importance of a 
cappella related to "proper modeling," and "independence." Codes were noted in two 
areas of the interviews with faculty directors: "confidence" and "vocal issues," with 
particular emphasis on "tone quality." Additional codes were found in responses from the 
student focus groups highlighting "learning styles" and the "differences between 
traditional and contemporary a cap pella" related to the preparation of music education 
students. Two students in the diction class focus group suggested that a cappella 
ensemble singing was not more important than accompanied ensemble singing in the 
training of music education students. 
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Ideal learning environment Students, faculty directors and graduates were 
asked to envision what role a cappella ensemble singing would have in an ideal learning 
environment (see Table AB18). A major theme was noted between in this area, as all 
groups indicated that a cappella would play a significant role in the music curriculum. A 
minor theme was found between students and faculty directors in the area of "a cappella 
as a promotional tool" for the music curriculum. Two student interviewees expressed an 
interest in the "autonomy of contemporary a cappella" from curriculum music. Student 
interviewees and focus groups also expressed a desire for more "traditional chamber 
ensembles" and for "institutional and faculty support" of these chamber ensembles. 
Responses from interviews with faculty directors indicated "more challenging repertoire" 
and a "two semester minimum requirement" for instrumentalist music majors as part of 
an ideal learning environment. Graduates indicated the need for a required "course in 
teaching traditional and contemporary a cappella." Additionally, graduates spoke of an 
ideal environment as one that is "student-focused," "encourages responsibility," and 
"inspires confidence" to include a cappella in the music curriculum. 
The many codes that were in common between interviews with students, faculty 
directors, and graduates, student focus groups, and observation field notes represents a 
horizontal (between groups) analysis of the data that was collected during the first phase 
of this investigation. In a separate and vertical analysis, I looked for similarities within 
groups among the various questions on each of the interview protocols. In doing so, I was 
able to fmd similarities in responses within the student, faculty directors, and graduate 
groups with regard to these questions. 
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Codes and Themes Within Groups 
Responses to multiple questions were compared for similarity, and led to the 
discovery of themes over the course of the interviews with students, faculty directors and 
graduates, and student focus groups. This analysis allowed the codes that were most 
observed of individuals in the interviews and student focus groups to be underscored for a 
more complete understanding of participant meanings. Individual interviews and student 
focus groups were the primary areas where themes were found, as these participants often 
answered questions and groups of questions similarly. Additional data from the 
observations in the form of field notes were used to support responses from the 
interviews and student focus groups by affirming the importance of a particular codes 
within one of the groups. For example, "intonation" was labeled a code among several 
questions within the faculty directors group, and was emphasized by directors (some 
more than others) that I observed in rehearsal. For this part ofthe analysis, I merged the 
responses from the student focus groups with those of the individual student interviews. 
Development of aural and music reading skills. The first group of codes 
specific to each group of participants were related to students' aural and music reading 
skills. Some of these codes followed the designation assigned to the targeted musical 
skills, such as "intonation," "sight singing," "tonal memory," "rhythmic precision," and 
"musical expressivity." Others, such as "hearing" and "arranging and improvising," were 
meanings related to specific topics not included on the interview protocol. 
Intonation. Codes related to "intonation" were found throughout the interview 
protocol. As shown in Table AB19, themes were evident within each group between 
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several questions. The specific term "intonation," for example, was a common response 
among seven of the questions asked of students, five of the questions asked of faculty 
directors, and six of those asked of graduate participants. As a result, "intonation" was 
considered a major theme for all three groups. Students also mentioned "ear-training" as 
a reason for the use of a cappella in warm-up and training exercises, and as a contributing 
factor in the general impact of a cappella singing on the development of musical skills. 
Thus a minor theme was assigned to this area within the student group. Interestingly, 
faculty directors did not speak about "intonation" when discussing the reinforcement of a 
cappella ensemble singing on what is learned in individual lessons. Neither did they 
mention "intonation" in connection with the importance of a cappella for music education 
students. For these two questions, faculty directors raised different items of importance. 
In the former, they emphasized issues related to "vocal technique," whereas in the latter 
they focused on "modeling," "independence," and the "discrepancy in the abilities of 
vocal and instrumental students" in teaching a cappella singing. Graduate codes aligned 
with those of students, with the exception of the one pertaining to "ear training" within 
the context of the question on the general impact of a cappella ensemble singing on the 
development of musical skills. 
Sight singing. "Sight singing" was included in the interviews and student focus 
groups among the questions pertaining to targeted musical skills. Additionally, the term 
"sight singing" was included as a response to several other questions on the interview 
protocol. For example, participants in the student group included this topic in discussions 
pertaining to five questions. As shown in Table AB 23, these included the general impact 
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of a cappella on the development of musical skills, targeted skills, skills that were most 
affected engagement in a cappella singing, the use of a cappella in learning accompanied 
music, and the reinforcement of material from music theory class. A major theme was 
noted for students in the area of"sight singing." 
Faculty directors and graduates brought "sight singing" into the interviews far less 
frequently than students. For example, faculty directors mentioned it only once; that was 
in connection with the general impact of a cappella on musical skills. Graduates, by 
contrast, brought this code into the interviews pertaining to three questions: the general 
impact on musical skills, the skills most developed by a cappella, and the reinforcement 
of skills learned in music theory class. A major theme was noted in graduates' responses 
to those questions. 
Rhythmic precision. Codes related to rhythm were divided into two categories. 
The first was related to "rhythmic accuracy" and "the synchronization of parts;" the 
second focused on "internalizing the rhythmic feel, and "expressing the rhythmic drive" 
(Table AB24). Students were the most consistent among the participants in terms of the 
number of times that the topic of rhythm surfaced in the interviews and focus groups. 
Codes related to "rhythmic accuracy" were found in student interviews and focus groups 
on the general impact of a cappella on musical skills, on the list of targeted skills, and on 
the skills most developed by engagement in a cappella singing. Students also mentioned 
"rhythmic accuracy" in relation to genre, specifically contemporary a cappella. A major 
theme was noted in the responses of the student group between these four questions. A 
minor theme was found in the faculty directors group with rhythm codes assigned to 
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discussions on the general impact of a cappella, and on the most developed of the 
targeted list of skills. Through my observations of traditional choral ensembles and 
contemporary a cappella groups, I also found that faculty directors of both traditional and 
contemporary ensembles would sometimes rehearse by having students speak the text of 
an accompanied piece of music in order to solidify the rhythm. Codes in the second 
category, "internalizing the rhythmic feel," and "rhythmic drive," were found in 
discussions with all three groups of participants. No themes were noted due to the fact 
that neither of the codes spanned more than one question for each group. 
Tonal memory. Tonal memory was emphasized in interview responses that 
addressed the general impact of a cappella ensemble singing on musical skills. The 
responses of students, faculty directors, and graduates indicated that engagement in a 
cappella ensemble singing has a positive impact on the development of the ability to 
retain melodic sequences students' inner hearing. (see Table AB26). "Remembering how 
a pitch feels" surfaced in the student group related to their discussion of the list of 
targeted skills. Graduates mentioned "tonal memory" in the interviews related to the 
general impact of a cappella on the development of music skills. Minor, expected themes 
were noted in all three groups regarding the topic of "tonal memory" in multiple 
interview questions. 
Musical expressivity. The interview question related to musical expressivity 
produced codes that were similar in nature and could be combined into sub-groups. The 
general code, "musical expressivity," appeared in interviews with students and faculty 
directors and student focus groups relative to several questions (see Table AB 27). Both 
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student and faculty directors mentioned "musical expressivity" as one of the most 
significant musical skills developed by engagement in a cappella ensemble singing. 
Students and faculty directors also used this term in responding to the questions on the 
level of challenge related to a cappella ensemble singing. Additionally, students included 
it in their responses related to the general impact of a cappella singing on musical 
development. This was supported by the code that I extracted from my field notes from 
the ensembles that I observed. A major theme was noted for the student group in this 
category, as the code "musical expressivity" appeared in relation to the three questions. 
This code was considered a minor theme for faculty directors, as it was found in 
association with only two questions. 
The second group of codes pertained to issues of "balance." Students mentioned 
"balance" in response to the questions on the use of a cappella in learning accompanied 
music and the general impact of a cappella of musical skills. The remaining codes were 
not assigned to more than one question. Given the attention that it received in the 
individual interviews and focus groups, "musical expressivity" maintained a prominent 
place among student responses. A major theme was noted between questions for this 
group. 
Hearing. A group of codes that appeared consistently throughout the interview 
data was that pertaining to hearing. I divided these codes into two categories. The first 
included statements that mentioned hearing in the active process of listening to other 
parts. The second category included "internal hearing," ("audiation," as referred to by 
some participants, "awareness of the sound of an interval prior to singing it," as referred 
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to by others). 
Students included references to "hearing" and/or "internal hearing" in more 
responses than any other group. Of all the discussions in which these codes were 
assigned, the only one in which that students did not mention "hearing" or "internal 
hearing" was the question on the use of a cappella ensemble singing in learning 
accompanied music (see Table AB21). A major theme was noted for this group related to 
questions on the use of a cappella in warm-up exercises; the general impact of a cappella 
on skills, targeted skills, and skills that are most impacted by a cappella ensemble 
singing; the importance of a cappella for students training to become music teachers; and 
a cappella ensemble singing's reinforcement of individual lessons and music theory class. 
Graduates included "hearing" or "internal hearing" in their responses to seven 
questions on the interview protocol, and thus were assigned a major theme in this 
category. These discussion topics included a Cappella in warm-up exercises; the use of a 
cappella in learning accompanied music; the general impact of a cappella on musical 
skills, targeted skills, and skills most developed by a cappella; and the reinforcement of 
lessons and music theory class. Faculty directors mentioned these codes in fewer 
interviews than students and graduates. Major themes were also found among responses 
to faculty directors discussions of a cappella in warm-up exercises, its general impact on 
musical skills, its importance for students training to become music teachers, and its 
reinforcement of that which is learned in music theory class. 
Arranging and improvising. Students were the only group to discuss arranging 
and improvising (see Figure Table AB28). Specifically, students in the focus groups that 
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were engaged in contemporary a cappella ensembles mentioned these topics in the 
interviews and focus groups related to the general impact of a cappella, the list of targeted 
skills, and on the skills most developed by a cappella. A minor theme was noted for the 
student group specific to improvisation. This theme was only observed in this one group, 
and, as a result, did not emerge in the part of the analysis that investigated themes 
between groups. 
Vocal production. Codes related to vocal production were separated into sub-
categories that included "blend;" "vocal control and tone color;" "range and flexibility;" 
"resonance and registration;" and "diction." "Blend" was included under the category of 
vocal production, due to its dependence on the manipulation of tone quality in order to 
affect the production of similar vocal tone between individuals. "A major theme was 
discovered in the student group, as "blend" was mentioned in discussions on the use of a 
cappella in warm-ups and choral training exercises, on the general impact of a cappella 
ensemble singing on musical skills, and on skills most developed by this genre. As seen 
in Table AB 22, faculty directors and graduates also mentioned the issue of"blend." 
However, no theme was noted, due to the infrequency of this code in the discussions. 
"Vocal control and tone color" appeared in discussions with faculty directors, and 
students. A major theme was noted in the faculty group, as these codes were assigned to 
four questions, including the use of a cappella in learning accompanied music, the 
importance of a cappella for students training to be music teachers, its reinforcement of 
individual lessons, and its contribution to knowledge of styles. Faculty directors and 
graduates mentioned these codes in discussions related to the positive impact a cappella 
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ensemble singing on knowledge of styles. Faculty directors also included them in 
response to reinforcement of lessons. A minor theme was noted in the faculty directors 
group. 
Students and faculty directors included the topic of "range" in their responses to 
four questions. A major theme was noted in both groups related to the questions 
regarding a cappella ensemble singing's reinforcement oflessons, contributions to 
knowledge of styles, general impact on musical skills, and impact on targeted skills. A 
similar theme was noted in the graduate group related to "range" in the responses to a the 
contributions of a cappella ensemble singing to knowledge of styles, general impact on 
musical skills, and on skills most developed by engagement in a cappella singing. Codes 
related to "resonance and register," and "diction" only entered the discussion on the 
question related to a cappella ensemble singing in the development of targeted musical 
skills. No themes were noted as a result of the limited appearance of these codes. 
Personal attributes. Codes pertaining to personal attributes included the many 
descriptions of extra-musical characteristics that were perceived to be positively affected 
by engagement in a cappella ensemble singing. The three main areas of importance for 
participants were "responsibility," "confidence," and "independence." Additional codes 
were assigned related to "interest level," "achievement," and "aptitude." Responsibility 
also included the codes, "ownership" and "preparation." As shown in Table AB20, 
students in the individual interviews and the focus groups accounted for most of the 
codes specific to this area of interest, with "responsibility" assigned to the responses to 
seven questions on the interview protocol. Faculty directors had the least in this area with 
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only two codes, whereas graduates had three. Thus, the code "responsibility" was 
considered a major theme for students and graduates but only a minor theme for faculty 
directors. 
"Confidence" was a topic raised by all three groups, especially by faculty 
directors, for whom this code was assigned to four items on the protocol (see Table 
AB20). Students and graduates raised this issue within the context of only two questions. 
Graduates also raised the issue of a "lack of confidence," pertaining to the teachers' 
reluctance to use a cappella ensemble singing in the classroom and in rehearsal. Thus the 
code "confidence" was determined to be a major theme for faculty directors and a minor 
code for students. Additionally, this code was assigned to a variety of questions among 
the three groups, without very much overlap. For example, faculty directors were the only 
group that mentioned "confidence" in connection with the question regarding the 
importance of a Cappella ensemble singing in preparing students to become music 
teachers. The only question where this code was assigned to the discussions of more than 
one group was that which inquired about the use of a cappella ensemble singing in the 
preparation of accompanied repertoire. 
"Independence" was assigned mainly to the interviews with faculty directors and 
graduates, as students mentioned it only once, in association with "independence from the 
piano" (see Table AB20). As this code was distributed among four questions for both the 
faculty directors and graduate groups, it was considered a major theme for each. The only 
exceptions were the questions pertaining to the level of challenge associated with a 
cappella and the use of a cappella in an ideal learning environment. The general impact of 
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a cappella ensemble singing on musical skills was the one question on the protocol with 
the code "independence" assigned to all three groups. 
Themes between questions were found in only two of the four remaining codes in 
the personal attributes category. These two related codes, "challenge brings sense of 
achievement", and "personal accomplishment," originated from interviews with 
graduates. These codes were in reference to the question that targeted specific musical 
skills, specifically related to naming the skill that was most affected by a cappella 
singing. A minor theme was noted for this topic in the graduate group. The two 
remaining codes were centered on "high achievement of students in both contemporary 
and traditional a cappella ensembles." No themes were discovered within a specific group 
of participants, due to the fact that neither of these codes spanned more than one question 
on the protocol. 
Ensemble experience. Students, faculty directors, and graduates spoke of the 
ensemble experience related to an equal number of questions on the interview protocol 
(see Table AB25). A major theme was found in the student group between questions 
related to the use of a cappella in warm-up exercise, as well as its general impact on 
musical skills, and its development of specifically targeted skills. Major themes were 
found in the faculty directors and graduates groups, who also raised the issue of ensemble 
experience in relation to the latter two questions. Additionally, faculty directors 
mentioned this topic in the discussions on the use of a cappella in rehearsing 
accompanied music. One graduate spoke of the ensemble experience at the end of the 
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interview in a philosophical discussion on students' own understanding of their role in 
the ensemble. 
Learning styles. Students, faculty directors and graduates reported issues related 
to the learning process. These included the terms "cognition," "learning modes," 
"modeling," and "student-focused teaching" (see Table AB29). Given that none of these 
topics were repeated among the various questions on the interview protocol, it was 
difficult to fmd themes within this category. However, the entire collection taken together 
produced minor themes in all groups relative to questions pertaining to the general impact 
of a cappella, the list of targeted skills, the importance of a cappella for students planning 
to become music teachers, and the role of a cappella in an ideal learning environment. 
These themes did not emerge in the analysis that searched for themes between groups, as 
they were observed only between questions within each group. 
Role of the piano in rehearsaL The role of the piano was discussed mainly by 
faculty directors in response to questions on the use of a cappella in warm-up and choral 
training exercises, on the philosophy of a Cappella singing, and the use of a cappella in 
learning accompanied music (see Table AB30). A minor theme was noted between 
questions for this group of participants. 
Dissenting opinion. Codes were assigned to responses that refuted the prevailing 
opinions expressed by participants in the interviews. Some of those responses were 
consistent among more than one question (see Table AB31), and as a result, a minor 
theme was noted for each group. For example, two out of seven faculty directors asserted 
that skill development, and the reinforcement of lessons was not unique to a cappella 
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singing. Some graduates maintained that the level of challenge and the impact of 
engagement in a cappella singing on the knowledge of styles were more related to the 
genre of music than to a cappella singing. 
Distinction between genres. The distinction between traditional and 
contemporary a cappella became apparent during the interview process. As previously 
described, the responses of participants in each group were informed by their individual 
experiences. Six out of seven faculty directors as well as three out of five graduates 
oriented their responses toward traditional a cappella. Student interviewees, by contrast, 
tended to represent a more balanced perspective, as four out of six based their responses 
on their engagement both genres of a cappella singing. Two students, however, had not 
experienced both traditional and contemporary styles and, as a result, spoke of one or the 
other style. One of those students had only ever engaged in traditional ensemble singing 
in high school and college; the other had only been involved in collegiate contemporary a 
cappella groups. Student focus groups also represented a mix of experiences related to 
genre. The contemporary a cappella ensemble consisting mainly of music majors had 
only one member, a non-major who had never been in a traditional choral group. The 
remaining members were required by their music major to participate in the college's 
traditional ensembles. The contemporary ensemble that was faculty led contained three 
students who had not been involved in the university's traditional chorus. Two of those 
students had experienced traditional choral singing in high school, whereas the one 
student had never been in any choral ensemble prior to coming to college. The remaining 
nine members were engaged in both genres sponsored by the university. The diction class 
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consisted of seven students; all were involved in the college's traditional choruses, 
whereas two had also engaged in contemporary collegiate a cappella. Codes that 
pertained to either genre of a cappella singing were found in the responses to several 
questions on the interview protocol. As may be seen in Table AB32, I divided them into 
three sub-categories, the first being traditional, the second, contemporary, and the last 
reflective of references to both genres by name. 
Specific references to traditional a cappella were found in the student focus 
groups and in the interviews with students and faculty directors. As a result of their 
having experienced both genres of a cappella, students articulated the distinction between 
traditional and contemporary styles more often than other groups of participants. Student 
focus groups and faculty directors mentioned traditional a cappella in reference to 
questions on the place of a cappella in an ideal learning environment, and on its general 
impact in the development of musical skills. A minor theme was noted for each group in 
this sub-category. Student focus groups spoke of having more opportunities to participate 
in chamber groups that performed a cappella music. Faculty directors made reference to 
the desire to assign more challenging a cappella repertoire. 
Student responses that mentioned contemporary a cappella ensemble singing were 
in reference to questions on the general impact of a cappella ensemble singing on musical 
skills, and the role of a cappella in an ideal learning environment. Codes represented 
comments of student interviewees related to the "autonomy of contemporary ensembles," 
"institutional and faculty support of these groups," and the value of contemporary a 
cappella singing as a "promotional tool for the music curriculum." The first two of these 
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three codes were also found in the student focus groups. A major theme was noted related 
to contemporary a cappella for the student group. Student focus groups and graduates 
spoke of both genres of a cappella regarding the importance of engagement in both 
genres for music majors who plan to teach music in schools. Graduates also spoke of the 
importance of a course in traditional and contemporary a cappella styles in reference to a 
cappella in an ideal learning environment. A minor theme was noted for graduates 
pertaining to this code. 
Curriculum related issues. Codes were discovered related to the role of a 
cappella in the undergraduate music curriculum. Students, faculty directors, and 
graduates made reference to a perceived discrepancy between vocal and instrumental 
students in pre-practicum and practicum training in response to the question on the 
importance of engagement in a cappella for music education majors (see Table AB33). 
Faculty directors also spoke of mandating engagement in a cappella for instrumentalists. 
A minor theme was noted between questions for faculty directors relative to this category 
of codes. 
The search for similarity between the responses of students in the interviews and 
focus groups, faculty directors, and graduates resulted in themes that became the basis for 
the report on the findings of phase one that began this chapter. This approach was in 
contrast to the motivation behind phase two, which examined the differences between the 
responses of students and faculty directors. What follows in the next chapter is a 
consideration of the measurable differences between these two groups of individuals with 
regard to the both traditional and contemporary a cappella ensemble singing. 
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CHAPTER FIVE 
Phase Two: Comparing Student and Faculty Director Responses 
Question two asked "Are there measureable differences in the perceived benefits 
of traditional and contemporary genres of a cappella choral singing between 
undergraduate students and faculty directors?" Descriptive analysis was employed in 
addressing this question through the use of two rank sum tests, which were chosen, due to 
the fact that they do not assume normal distribution. The Mann-Whitney U test was used 
to test responses from two independent samples (students and faculty directors). The 
Wilcoxon Signed Ranks test was used to analyze two related samples (traditional and 
contemporary) within each group (students and faculty directors). The ordinal variable 
was attitude toward the developmental benefits of a cappella singing. Non-parametric 
ordinal data on the questionnaire were sorted by item using sorting procedures that are a 
part of the SurveyMonkey program. Analysis began by comparing the number of 
responses with the number of respondents that agreed to take part in the survey. The goal 
was to establish an understanding of how individuals from each of two groups (students, 
instructors) responded to the questionnaire. Simple percentages were calculated in order 
to understand the return rate. The total number of students that received an invitation to 
participate in the survey was one hundred eighty-six (N = 186). Fifty-nine (31. 72%) of 
the students who were invited to participate in the survey of those students began the 
questionnaire; 58 of the students that began the questionnaire completed it. That 
accounted for a completion rate of 98.3%. Slightly less than one-third (30.6%) of the 
students who were invited to participate in the survey actually finished it. The response 
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rate for the fifty-seven (n =57) faculty directors that were invited to participate in the 
survey was considerably less than for students. Thirteen (22.8%) of the faculty directors 
that were invited to participate actually began the questionnaire; eight of those that began 
the survey actually completed it. That accounted for a completion rate of ( 61.5% ). The 
percentage of faculty directors who were invited to participate in the survey that actually 
finished it was 14.04%. 
SPSS software was used to calculate the data for the Mann-Whitney U and the 
Wilcoxon Signed Ranks tests. The null hypothesis was established (.05), which was used 
to determine if statistically significant differences were present between groups through 
the comparison of test scores with this threshold. The data were analyzed to determine 
the p-value or probability that the result could have occurred by chance if the null 
hypothesis were true. If the p-value were less than the preset level of significance, the 
null hypothesis was rejected and a statistically significant difference was reported 
between groups. If the p-value were greater than the preset level of significance, the null 
hypothesis was accepted, indicating no statistically significant difference between student 
and faculty director responses or between traditional and contemporary a cappella 
ensemble singing. The same process was applied to related samples within each group. If 
the p-value were less than (. 05), the null hypothesis was rejected, indicating a statistically 
significant difference was present between responses to traditional and contemporary a 
cappella. If the p-value were greater than (. 05), the null hypothesis was accepted, 
indicating that no statistically significant difference had been found. 
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Wave Analysis 
Wave analysis was employed that compared the responses of the 13 faculty 
directors over three particular time periods in which their responses had been submitted 
to Survey Monkey, as explained in the section on validity. The purpose of this analysis 
was to identify the potential for response bias, by checking to see if the responses to a 
few select questions on the questionnaire changed throughout the duration of the survey 
(Creswell, 2005). All 13 responses were collected within a period of eight days. This 
time frame was subdivided into three days, two days and three days, respectfully, during 
which time responses to each of five questions were compared for consistency. Visual 
inspection of the data at each of the three intervals, along with comparison of response 
averages at each interval, indicated a similar pattern in the responses. Whereas this 
similarity does not guarantee that no response bias was present due to the considerably 
small number of non-responders in this part of the research- particularly in the faculty 
directors ' group- it does indicate a decrease in the possibility that response bias did 
exist. 
Development of Aural and Music Reading Skills 
General impact. Question One: "To what extent do you feel that a cappella 
ensemble singing, in general, has contributed to your (your students') musical skills?" A 
Mann-Whitney U test was used to examine the differences in the perceptions of faculty 
and students relative to the general impact of traditional a cappella ensemble singing on 
the development of musical skills. No statistically significant differences were found 
between faculty directors (n = 12, m = 38) and students (n =59, m = 35.59, U = 330, Z 
220 
= -. 462, p > . 05) related to the general contribution of engagement in traditional a 
cappella ensemble singing on the development of musical skills. When related to 
contemporary a cappella ensemble singing, the same question produced similar results. 
No statistically significant differences were found between faculty directors (n = 8, m = 
23.88) and students (n = 37, m = 22.81, U = 141, Z = -.223, p > .05 relative to the extent 
of the contribution of contemporary a cappella ensemble singing on the overall 
development of musical skills. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students), between each part of the question (traditional versus contemporary). 
The responses of seven faculty directors were examined relative to their perspective on 
the general contribution of a cap pella ensemble singing on the development of musical 
skills. No statistically significant difference was observed in faculty response, as three (m 
= 2. 67) found traditional a cappella to contribute more, one (m = 2) found contemporary 
a cappella to contribute more, and 3 found each genre of a cappella singing to contribute 
an equal amount (Z = -1 .134, p > .05) to the development of musical skills. There was, 
however, a statistically significant difference found when the same test was carried out in 
the student group. Of the 37 students that responded, 16 (m = 9.88) found traditional a 
cappella to contribute more, two (m = 6. 5) found contemporary a cappella to contribute 
more, and 19 found each genre to contribute an equal amount to the general development 
of musical skills (Z = -3.279, p < .05). 
Intonation. Question Two: "To what extent do you feel your intonation has 
improved as a result of a cappella singing?" A Mann-Whitney U test was used to 
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examine the differences in the perceptions of faculty and students relative to the impact 
oftraditional a cappella ensemble singing on the development of intonation. No 
statistically significant differences were found between faculty directors (n = 11, m = 
42.27) and students (n =59, m = 34.24, U = 250, Z = -1.394, p > .05) regarding the 
improvement of intonation as a result of engagement in traditional a cappella ensemble 
singing. When related to contemporary a cappella ensemble singing, the same question 
produced similar results. No statistically significant differences were found between 
faculty directors (n = 7, m = 25.21) and students (n = 36, m = 21.38, U = 250, Z = -. 784, 
p > . 05) related to the improvement of intonation as a result of engagement in 
contemporary a cappella ensemble singing. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to their perspective on the 
improvement of intonation as a result of engagement in a cappella ensemble singing. No 
statistically significant difference was observed in faculty response, as one (m = 1) found 
traditional a cappella to contribute more to the improvement of intonation, none (m = 0) 
found contemporary a cappella to contribute more, and six found each geme of a cappella 
singing to contribute the same toward the improvement of intonation (Z = -1, p > .05) . 
There was, however, a statistically significant difference found when the same test was 
carried out in the student group. Of the 36 students that responded, 15 (m = 8) found 
traditional a cappella to contribute more, none (m = 0) found contemporary a cappella to 
contribute more, and 21 found each geme of a cappella ensemble singing to contribute 
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equally to the development of intonation (Z = -3.52, p < .05). 
Tonal memory. Question three: "To what extent do you feel your (your 
students') tonal memory (ability to remember individual pitches, intervals and melodic 
lines) has improved as a result of a cappella singing?" A Mann-Whitney U test was used 
to examine the differences in the perceptions of faculty and students relative to the impact 
of traditional a cappella ensemble singing on the development of tonal memory. No 
statistically significant differences were found between faculty directors (n = 12, m = 
44.83) and students (n =59, m = 34.2, U = 248, Z = -1.767, p > .05) regarding the 
improvement of tonal memory as a result of traditional a cappella ensemble singing. 
When related to contemporary a cappella ensemble singing, the same question produced 
similar results. No statistically significant differences were found between faculty 
directors (n=7, m=28.14) and students (n = 36, m = 20.81, U = 83, Z = -1.502, p > .05) 
relative to the improvement of tonal memory as a result of contemporary a cappella 
ensemble singing. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to their perspective on the 
impact of a cappella ensemble singing on the development of tonal memory. No 
statistically significant difference was observed in faculty response, as one (m = 1) found 
traditional a cappella ensemble singing to contribute more to the development of tonal 
memory, none (m = 0) found contemporary a cappella contribute more, and 6 found each 
genre of a cappella singing to contribute equally to the development of tonal memory (Z 
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= -1, p > .05). No statistically significant difference was found when the same test was 
carried out in the student group. Of the 36 students that responded, nine (m = 5.94) found 
traditional a cappella ensemble singing to contribute more to the development of tonal 
memory, two (m = 6.25) found contemporary to contribute more, and 25 found each 
genre to contribute equally to the development oftonal memory (Z = -1.874, p > .05). 
Sight singing. Question Four: "To what extent do you (your students') feel that 
your (their) sight singing has improved as a result of a cappella singing?" A Mann-
Whitney U test was used to examine the differences in the perceptions of faculty and 
students relative to the impact of traditional a cappella ensemble singing on the 
development of sight singing. No statistically significant differences were found between 
faculty directors (n = 12, m = 38.46) and students (n =59, m = 35.5, U = 324, Z = -.493, 
p > . 05) related to the improvement of sight singing as a result of traditional a cappella 
singing. When related to contemporary a cappella ensemble singing, the same question 
produced similar results. No statistically significant differences were found between 
directors (n=7, m=20. 71) and students (n = 38, m = 23.42, U = 117, Z = -.533, p > .05) 
related to the improvement of sight singing as a result of contemporary a cappella 
smgmg. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to their perspective on the 
impact of a cappella ensemble singing on the development of sight singing. No 
statistically significant difference was observed in faculty response, as two (m = 1.5) 
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found traditional a cappella ensemble singing to contribute more to the development of 
sight singing, none (m = 0) found contemporary to contribute more, and 5 found each 
geme of a cappella ensemble singing to contribute equally to the development of sight 
singing (Z = -1.3 4 2, p > . 05). There was a statistically significant difference found when 
the same test was carried out in the student group. Of the 3 8 students that responded, 11 
(m = 7. 3 6) found traditional a cappella ensemble singing to contribute more to the 
development of sight singing, two (m = 5) found contemporary to contribute more, and 
25 found each geme to contribute equally to the development of sight singing (Z = -
2.581, p < .05). 
Musical expressivity. Question Five (faculty), Question Six (students): "To what 
extent do you feel that your (your students') musical expressivity has improved as a result 
of a cappella singing?" A Mann-Whitney U test was used to examine the differences in 
the perceptions of faculty and students relative to the impact of traditional a cappella 
ensemble singing on the development of musical expressivity. A statistically significant 
difference was found between faculty directors (n = 12, m = 54.38) and students (n =58, 
m = 31.59, U = 121.5, Z = -3.686, p < .05) related to the improvement of musical 
expressivity as a result of traditional a cappella singing. When related to contemporary a 
cappella ensemble singing, the same question produced similar results. A statistically 
significant difference was found between faculty directors (n=7, m=31.43) and students 
(n = 37, m = 20.81, U = 67, Z = -2.110, p < .05) related to the improvement of musical 
expressivity as a result of contemporary a cappella singing. With regard to both gemes, 
the responses of faculty directors indicated that a cappella ensemble singing had more 
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positive impact on the development of musical expressivity than did the responses of 
students. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to their perspective on the 
impact of a cappella ensemble singing on the development of musical expressivity. No 
statistically significant difference was observed in faculty response, as one (m = 2) found 
traditional a cappella to contribute more to musical expressivity, one (m = 1) found 
contemporary a cappella to contribute more, and five found each genre of a cappella 
singing to contribute equally to the development of musical expressivity (Z = -.447, p > 
. 05). A statistically significant difference was found when the same test was carried out in 
the student group. Of the 37 students that responded, 12 (m = 9) found traditional a 
cappella to contribute more to the development of musical expressivity, four (m = 7) 
found contemporary a cappella to contribute more, and 21 found each genre to contribute 
equally to the development of musical expressivity (Z = -2.209, p < .05). 
Rhythmic precision. Question Six (faculty), Question Seven (students): "To 
what extent do you feel your (your students') rhythmic precision has improved as a result 
of a cappella singing?" A Mann-Whitney U test was employed to examine if differences 
occurred between the perceptions of faculty and students relative to the improvement of 
rhythmic precision as a result of traditional a cappella ensemble singing. No statistically 
significant differences were found between the responses of faculty directors (n = 12, m 
= 42.29) and students (n =58, m = 34.09, U = 266.5, Z = -1.391, p > .05) regarding the 
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development of rhythmic precision as a result of traditional a cappella ensemble singing. 
When related to contemporary, the same question produced similar results. No 
statistically significant differences were found between faculty directors (n= 7, m=22.29) 
and students (n = 36, m = 21.94, U = 124, Z = -.070, p > .05) regarding the development 
of rhythmic precision as a result of engagement in contemporary a cappella ensemble 
singing. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to their perspective on the 
development of rhythmic precision as a result of a cappella ensemble singing. No 
statistically significant difference was observed in faculty response, as two (m = 1.5) 
found traditional a cappella to contribute more to the development of rhythmic precision, 
none (m = 0) found contemporary to contribute more, and five found each genre of a 
cappella singing to contribute equally to the development of rhythmic precision (Z = -
1.3 4 2, p > . 05). A statistically significant difference found when the same test was 
carried out in the student group. Of the 36 students that responded, 11 (m = 7. 05) found 
traditional a cappella to contribute more to the development of rhythmic precision, two 
(m = 6. 7 5) found contemporary a cappella to contribute more, and 23 found each genre to 
contribute equally to the development of rhythmic precision (Z = -2.284, p < .05). 
Vocal range and flexibility. Question Seven (faculty), Question Five (students): 
"To what extent do you feel your (your students') vocal range and flexibility have 
improved as a result of a cappella singing?" A Mann-Whitney U test was used to 
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examine the differences in the perceptions of faculty and students relative to the 
improvement of vocal range and flexibility as a result of engagement in traditional a 
cappella ensemble singing. No statistically significant differences were found between 
the responses of faculty directors (n = 12, m = 3 5. 7 5) and students (n = 59, m = 3 6. 05, U 
= 351, Z = -.050, p > .05) related to the development ofvocal range and flexibility as a 
result of traditional a cappella ensemble singing. When related to contemporary a 
cappella ensemble singing, the same question produced similar results. No statistically 
significant differences were found between the responses of faculty directors (n= 7, 
m=19.43) and students (n = 3 7, m = 23.08, U = 108, Z = -. 745, p > .05) related to the 
development of vocal range and flexibility as a result of contemporary a cappella 
ensemble singing. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to their perspective on the 
development of vocal range and flexibility as a result of a cappella ensemble singing. No 
statistically significant differences were observed in faculty response, as none (m = 0) 
found traditional a cappella to contribute more to this development, one (m =I) found 
contemporary to contribute more, and six found each genre of a cappella singing to 
contribute equally to the development of vocal range and flexibility (Z = -1, p > .05). No 
statistically significant differences were found when the same test was carried out in the 
student group. Of the 3 7 students that responded, eight (m = 8. 56) found traditional a 
cappella ensemble singing to contribute more, nine (m = 9.39) found contemporary a 
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cappella to contribute more, and 20 students found each genre to contribute equally to the 
development ofvocal range and flexibility (Z =- .406, p > .05). 
Interpretation of musical styles. Question Eight: "To what extent do you feel 
your (your students') ability to interpret musical styles has improved as a result of a 
cappella singing?" A Mann-Whitney U test was used to examine the differences in the 
perceptions of faculty and students relative to the development of the ability to interpret 
musical styles as a result of engagement in a cappella ensemble singing. No significant 
differences were found between faculty directors (n = 11, m = 42.86) and students (n = 
57, m = 32.89, U = 221, Z = -1 .622, p > .05) related to the development ofthe ability to 
interpret musical styles as a result of traditional a cappella singing. When related to 
contemporary a cappella ensemble singing, the same question produced similar results. 
No statistically significant differences were found between faculty directors (n = 6, m = 
26.08) and students (n = 36, m = 20. 74, U = 80.5, Z = -1.030, p > .05) related to the 
development the ability to interpret musical styles as a result of contemporary a cappella 
smgmg. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of six faculty directors were examined relative to their perspective on the 
impact of a cappella ensemble singing on the development of the ability to interpret 
musical styles. No statistically significant differences were observed in faculty response, 
as one (m = 3) found traditional a cappella ensemble singing contribute more to this 
ability, two (m = 1.5) found contemporary to contribute more, and six found each genre 
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of a cappella ensemble singing contributes equally to the development of the ability to 
interpret musical styles (Z = 0, p > .05). No statistically significant differences were 
found when the same test was carried out in the student group. Of the 36 students that 
responded, 13 (m = 8. 85) found traditional a cappella ensemble singing to contribute 
more, four (m = 9. 5) found contemporary to contribute more, and 19 found each genre to 
contribute equally to the development of the ability to interpret music styles (Z = -1.951, 
p > .05). The distinction between traditional and contemporary was, however, near the 
point of statistical significance, as the exact probability in the student group was at (p = 
.051). 
Ranking of targeted musical skills: Traditional a cappella. Item Nine: Please 
rank your (your students') musical skills in order from most developed to least developed 
as a result of traditional a cappella ensemble singing: (1 =most developed, 6 =least 
developed). Note: Numbers may be used only once. Given the reverse order of the 
ranking system for this question, the lowest score was indicative of the highest rank and 
the highest score reflected the lowest rank. Averages for faculty responses to this 
question ranked "Rhythmic Precision" at the top ofthe list with a rating average of (2.55, 
n = 11), (see Table AB34). This was followed by "Vocal Range and Flexibility" (2.70, n 
= 1 0), "Intonation" (3 .50, n = 8), "Musical Expressivity" (3 .64, n = 11), "Sight Singing" 
(3.78, n = 9), and "Tonal Memory" (4.22, n = 9). Student responses placed "Vocal Range 
and Flexibility" as the skill most developed by traditional a cappella ensemble singing, 
with a rating average of (2.55, n = 58) (see Table AB34). That was followed by 
"Rhythmic Precision" (3.28, n =59), "Tonal Memory" (3.32, n =57), "Musical 
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Expressivity" (3.74, n =57), "Sight Singing" (3.90, n =59), and "Intonation" (4.24, n = 
58). 
Ranking of targeted musical skills: Contemporary a cappella. Item Ten: 
Please rank your (your students') musical skills in order from most developed to least 
developed as a result of contemporary a cappella ensemble singing: (1 = most developed, 
6 =least developed). Note: Numbers may be used only once. Given the reverse order of 
the ranking system for this question, the lowest score was indicative of the highest rank 
and the highest score reflected the lowest rank. Averages for faculty directors' ratings of 
the targeted skills pertaining to contemporary a cappella placed "Intonation" at the top of 
the list (2.86, n = 1 0) (see Table AB34). That was followed by "Rhythmic Precision" 
(3.00, n = 8), "Musical Expressivity" (3.29, n = 7), "Vocal Range and Flexibility" (3.43, 
n = 7), "Sight Singing" (3.67, n = 6), and "Tonal Memory" (4.17, n = 6). Student 
responses placed "Vocal Range and Flexibility" (2.78, n =55), "Rhythmic precision" 
(3.34, n =54), "Musical Expressivity" (3.43, n =55), "Sight Singing" (3.72, n =54), 
followed by "Intonation" (3.86, n =54) and "Tonal Memory" (3.86, n =54) in a tie as 
the skills least developed by contemporary a cappella singing (see Table AB34). 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the ranking of intonation in traditional a cappella 
ensembles within the context of the six targeted musical skills. Given the reverse order of 
the ranking system for this question (1 =highest, 6 =lowest), the lowest score was 
indicative of the highest rank and the highest score reflected the lowest rank. No 
statistically significant difference was found between faculty directors (n = 8, m = 25.63) 
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than students (n =58, m = 34.59, U = 169, Z = -1.266, p > .05) related to the ranking of 
intonation when compared to the five other targeted skills. When related to contemporary 
a cappella ensemble singing, the same question produced similar results. No significant 
differences were found between faculty directors (n = 10, m = 30.20) and students (n = 
54, m = 32.93, U =247, Z = -.437, p > .05) regarding the ranking of intonation within the 
context of the other targeted skills. 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the ranking of tonal memory in traditional a cappella 
ensembles within the context of the six targeted musical skills. Given the reverse order of 
the ranking system for this question (1 =highest, 6 =lowest), the lowest score was 
indicative of the highest rank and the highest score reflected the lowest rank. No 
significant difference was found between faculty directors (n = 9, m = 42.83) and 
students (n =57, m = 32.03, U = 87, Z = -1.6, p > .05) regarding tonal memory when 
compared to the other five targeted skills. When related to contemporary a cappella 
ensemble singing, the same question produced similar results. No statistically significant 
difference was found between faculty directors (n = 6, m = 43.21) and students (n =55, 
m = 30.45, U =87, Z = -1.891, p > .05) regarding the ranking of tonal memory within the 
context of the other targeted skills. 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the ranking of sight singing in traditional a cappella 
ensembles within the context of the six targeted musical skills. Given the reverse order of 
the ranking system for this question (1 =highest, 6 =lowest), the lowest score was 
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indicative of the highest rank and the highest score reflected the lowest rank. No 
statistically significant difference was found between faculty directors (n = 9, m = 32.39) 
and students (n =59, m = 34.82, U = 246.5, Z = -.350, p > .05) regarding the ranking of 
sight singing when compared to the other five skills. When related to contemporary a 
cappella ensemble singing, the same question produced similar results. No significant 
difference was found between faculty directors (n = 6, m = 43) and students (n =54, m = 
29.11, U =246.5, Z = -1.318, p > .05) regarding the ranking of sight singing within the 
context of the other targeted skills. 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the ranking of vocal range and flexibility within the 
context of six targeted musical skills. Given the reverse order of the ranking system for 
this question (1 = highest, 6 = lowest), the lowest score was indicative of the highest rank 
and the highest score reflected the lowest rank. No statistically significant difference was 
found between faculty directors (n = 10, m = 27.59) and students (n =58, m = 34.1 7, U 
= 2 71, Z = -.341, p >. 05) related to vocal range and flexibility when compared to the 
other five skills. When related to contemporary a cappella ensemble singing, the same 
question produced different results. A statistically significant difference was found 
between students (n =55, m = 29. 75) and faculty directors (n = 7, m = 45.21, U = 96.5, 
Z = -2.185, p < . 05) , as students ranked vocal range and flexibility higher in the context 
of the other targeted skills than faculty directors. 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the ranking of musical expressivity in traditional a 
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cappella ensembles within the context of the six targeted musical skills. Given the reverse 
order of the ranking system for this question (1 =highest, 6 =lowest), the lowest score 
was indicative of the highest rank and the highest score reflected the lowest rank. No 
statistically significant difference was found between faculty directors (n = 11, m = 
33.59) than students (n =57, m = 34.68, U = 303.5, Z = -. 169 p > .05) in the area of 
musical expressivity when compared to the other five skills. When related to 
contemporary a cappella ensemble singing, the same question produced similar results. 
No statistically significant difference was found between faculty directors (n = 7, m = 
39. 79) and students (n =55, m = 30.45, U = 134.5, Z = -1.318, p >. 05) regarding the 
ranking of musical expressiveness within the context of the other targeted skills. 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the ranking of rhythmic precision in traditional a cappella 
ensembles within the context of the six targeted musical skills. Given the reverse order of 
the ranking system for this question (1 =highest, 6 =lowest), the lowest score was 
indicative of the highest rank and the highest score reflected the lowest rank. No 
statistically significant difference was found between faculty directors (n = 11, m = 
27.59) and students (n =59, m = 36.97, U = 23 7. 5, Z = -1.439, p >. 05) regarding the 
ranking of rhythm precision in traditional a cappella ensembles in comparison with the 
other five skills. When related to contemporary a cappella ensemble singing, the same 
question produced similar results. No statistically significant difference was found 
between faculty directors (n = 8, m = 32.5) and students (n = 54, m = 31.35, U =208, Z 
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= -.172, p > .05) regarding the ranking of rhythmic precision within the context ofthe 
other targeted skills. 
Musical independence. Question Eleven (faculty), Question Twelve (students): 
"To what extent does a cappella choral singing contribute to your (your students') 
independence as musicians, with regard to the ability to function in an ensemble without 
relying on other singers around you (them) for notes and rhythms?" A Mann-Whitney U 
test was used to examine the differences in the perceptions of faculty and students 
relative to the contributions of traditional a cappella ensemble singing on the 
development of musical independence. No statistically significant difference was found 
between faculty directors (n = 11, m = 3 7. 36) and students (n =59, m = 35.15, U = 304, 
Z = -. 408, p > . 05) regarding the development of musical independence due to 
engagement in traditional a cappella ensemble singing. When related to contemporary a 
cappella ensemble singing, the same question produced similar results. No statistically 
significant difference was found between faculty directors (n = 9, m = 3 6.17) and 
students (n =55, m = 31.9, U = 214.5, Z = -.664, p > .05) regarding the contributions of 
contemporary a cappella ensemble singing to the development of musical independence. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of six faculty directors were examined relative to their perspective on the 
contributions of a cappella ensemble singing on the development of musical 
independence. No statistically significant difference was observed in the responses of 
faculty directors, as three (m = 3) found traditional a cappella to contribute more, one (m 
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= 1) found contemporary a cappella to contribute more, and 5 found each genre of a 
cappella singing to make the same level of contribution (Z = -1.473, p >. 05). There was, 
however, a statistically significant difference found when the same test was carried out in 
the student group. Ofthe 55 students that responded, 29 (m = 16.69) found traditional a 
Cappella to contribute more, two (m = 6) found contemporary a cappella to contribute 
more, and 24 (Z = -4.678, p < . 05) found each genre to make the same level of 
contribution to the development of musical independence. 
Ability to compose. Question Twelve (faculty), Question Thirteen (students): To 
what extent does a cappella singing develop your (your students') ability to compose, 
arrange, and improvise vocal ensemble music? A Mann-Whitney U test was used to 
examine the differences in the perceptions of faculty and students relative to the impact 
of traditional a cappella ensemble singing on the development of the ability to compose. 
No statistically significant difference was found between faculty directors (n = 11, m = 
35) and students (n =59, m = 35.59, U = 319, Z = -.092, p > .05). When related to 
contemporary a cappella ensemble singing, the same question produced similar results. 
No statistically significant difference was found between faculty directors (n = 8, m = 
30.94) and students (n =54, m = 31.58, U = 211.5, Z = -.102, p > .05) relative to the 
extent that contemporary a cappella ensemble singing develops the ability to compose. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of 8 faculty directors were examined relative to their perspective on the impact 
of a cappella ensemble singing on the development of the ability to compose. No 
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statistically significant difference was observed in the responses of faculty directors, as 
two (m = 1.5) found contemporary a cappella ensemble singing to be more 
developmental, none (m = 0) found traditional a cappella to be more developmental, and 
six found each genre of a cappella singing to have the same level of development 
(Z = -1.342, p > .05). A statistically significant difference found when the same test was 
carried out in the student group. Ofthe 54 students that responded, 12 (m = 13.46) found 
contemporary a cappella to be more developmental, eight (m = 6. 06) found traditional a 
cappella to be more developmental, and 34 found each genre to be equally developmental 
oftheir ability to compose (Z = -2.131, p < .05). 
Ability to arrange. A Mann-Whitney U test was used to examine the differences 
in the perceptions of faculty and students relative to the impact of traditional a cappella 
ensemble singing on the development of the ability to arrange. No statistically significant 
difference was found between faculty directors (n = 11, m = 37.14) and students (n =59, 
m = 35.19, U = 306.5, Z = -.301, p > .05) relevant to traditional a cappella ensemble 
singing and the development of the ability to arrange. When related to contemporary a 
cappella ensemble singing, the same question produced similar results. No statistically 
significant difference occurred between faculty directors (n = 8, m = 26.63) and students 
(n =54, m = 31. 78, U = 201, Z = -.344, p > .05) relative to contemporary a cappella 
ensemble singing's impact on the development of the ability to arrange. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). A 
statistically significant difference was found in the student group, where only five 
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students (m = 9. 4) felt that traditional a cappella ensemble singing had more impact on 
developing the ability to arrange, 21 students (m = 14. 48) felt that contemporary a 
cappella ensemble singing had more impact, and 28 felt that they had equal impact (Z = -
3.292, p < . 05). No statistically significant difference was found in the test results for 
eight faculty directors, as four (m = 2. 5) felt that contemporary a cappella ensemble 
singing had more impact, none felt that traditional a cappella ensemble singing had more 
impact, and the remaining four felt that they each genre had equal impact on the 
development of the ability to arrange (Z = -1. 89, p > . 05). 
Ability to improvise. A Mann-Whitney U test was used to examine the 
differences in the perceptions of faculty and students relative to the impact of traditional a 
cappella ensemble singing on the development of the ability to improvise. No statistically 
significant difference was found between faculty directors (n = 10, m = 35.25) and 
students (n =59, m = 34.96, U = 292.5, Z = -.044, p > .05) for traditional a cappella 
singing. When related to contemporary a cappella ensemble singing, the same question 
produced similar results. No statistically significant difference was found between 
directors (n = 7, m = 26) and students (n =54, m = 31.65, U = 154, Z = -.821, p > .05) 
relative to the impact of contemporary a cappella ensemble singing on the development 
of the ability to improvise. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). A 
statistical significance was found in the student group, where only three students (m = 
15.33) determined that traditional a cappella ensemble singing had more impact on 
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developing the ability to arrange, 27 students (m = 15. 52) felt that contemporary a 
cappella ensemble singing had more impact, and 24 felt that they had equal impact (Z = -
3.868, p < .05). Test results for the seven faculty directors revealed no statistically 
significant difference, as one (m = 2) felt that traditional a cappella ensemble singing had 
more impact, three felt that contemporary a cappella ensemble singing had more impact 
(m = 2. 67), and the remaining three felt that they had equal impact on the development of 
the ability to improvise (Z = -1.134, p > .05). 
Rating sources of musical training. Question 13- faculty (14- students): 
"Please rate the following sources of musical training to the degree that each contributes 
to the development of students' musical skills." Respondents chose from a list that 
included (in order) lowest, low, average, high, highest, as they rated each of the following 
sources of musical development: traditional a cappella ensemble singing, contemporary a 
cappella ensemble singing, accompanied ensemble singing, applied vocal lessons, applied 
instrumental lessons, instrumental ensemble playing, and music theory class (including 
sight singing and ear training). Each part of the question was independent, as respondents 
were not requested to rank the musical sources in order of their contributions to the 
development of musical skills. AnN/ A column was provided for those who wished to opt 
out of answering that any part of the question. 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the impact of the aforementioned sources of musical 
training on the development of musical skills. No statistically significant difference was 
observed between responses of faculty directors and students with regard to any part of 
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this question. Faculty directors (n = 11) were not more or less supportive of the extent of 
the impact of traditional a cappella ensemble singing on skill development (m = 44.14) 
than students (n =59, m = 33.89, U = 229.5, Z = -1.651, p > .05). The same test applied 
to responses to contemporary a cappella produced similar results. Faculty directors (n = 
1 0) were not more or less supportive (m = 35.35) than students (n =59, m = 34.94, U = 
291.5, Z = -.061, p > .05) related to the skill building impact of contemporary a cappella 
ensemble singing. Relevant to accompanied ensemble singing, faculty directors (n = 1 0) 
found this source of training to have no more impact (m = 37.2) than students (n =59, m 
= 34.63, U = 273, Z = -.410, p > .05). No statistically significant difference was found 
between faculty directors (n = 11, m = 31.09) and students (n =59, m = 36.32, U = 276, 
Z = -.843, p > .05) related to skill building impact of applied voice lessons. Similarly, no 
statistically significant differences were found in the remaining areas, including applied 
instrumental lessons between faculty (n = 11, m = 44.14) and students (n = 59, m = 
33.89, U = 229.5, Z = -1 .579, p >. 05); instrumental ensemble playing between faculty (n 
= 11, m = 44) and students (n =59, m = 33.92, U = 231, Z = -1.56, p > .05); and music 
theory (sight singing and ear training included) between faculty (n = 11, M = 39.23) and 
students (n =59, m = 34.41, U = 260, Z = -1.081, p > .05). 
Despite the evidence that no statistically significant differences occurred between 
faculty and students regarding the rating of sources of musical training, slight differences 
did occur in the order of these sources within each group. Faculty directors rated 
traditional a cappella singing highest among the seven sources of musical training, with a 
rating average of 4.70. This was followed by applied instrumental lessons (4.33), 
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instrumental ensemble playing ( 4.13), accompanied ensemble singing ( 4.11 ), applied 
vocal lessons ( 4.1 0), music theory class ( 4.00), and contemporary a cappella singing 
(3.83), respectively (see di). Students rated applied vocal lessons (4.38) as the skill that 
most contributed to their musical development, followed by traditional a cappella ( 4.08) 
singing, accompanied ensemble singing (3.85), music theory class (3.84), applied 
instrumental lessons (3. 72), instrumental ensemble playing (3 .19), and contemporary 
ensemble singing (3.14), respectively (see Table AB35). 
Development of Vocal Technique 
General impact. Question 14 (faculty), 15 (students): "To what extent does a 
cappella ensemble singing contribute to the development of your (your students') overall 
vocal technique?" A Mann-Whitney U test was used to examine the differences in the 
perceptions of faculty directors and students relative to the impact of traditional a 
cappella ensemble singing on the development of vocal technique. No statistically 
significant difference was found between faculty directors (n = 11, m = 39.23) and 
students (n =59, m = 34.81, U = 283.5, Z = -. 717, p > . 05) related to the development of 
vocal technique as a result of traditional a cappella ensemble singing. When related to 
contemporary a cappella ensemble singing, the same question produced similar results. 
No statistically significant difference was found between faculty directors (n = 10, m = 
36.45) and students (n =54, m = 31. 77, U = 230.5, Z = -. 752, p > .05) relative to the 
extent of the impact of contemporary a cappella ensemble singing on the development of 
vocal technique. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
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(faculty/students) on each part of the question (traditional versus contemporary). The 
responses often faculty directors were examined relative to their perspective on the 
impact of a cappella ensemble singing on the development of vocal technique. No 
statistically significant difference was observed in faculty response, as five (m = 3.8) 
found traditional a cappella to have more of an impact, one (m = 2) found contemporary 
a cappella to have more of an impact, and four found each genre of a cappella singing to 
have the same level of impact (Z = -1.807, p > .05). A statistically significant difference 
was found when the same test was carried out in the student group. Of the 54 students 
that responded, 36 (m = 20.14) found traditional a cappella to have more impact, two (m 
= 8) found contemporary a cappella to have more impact, and 16 found each genre to 
have the same impact on the development of vocal technique (Z = -5.201, p < .05). 
Vocal register most used. Question 15 (faculty), 18 (students): "Please identify 
the vocal register that your students in each section use the most in a cappella ensemble 
singing." This item was included to reflect issues related to register and pitch range that 
surfaced during the discussions in phase one with faculty directors and students 
pertaining to knowledge of musical styles. Respondents selected from the following 
choices: "Head Register," "Chest Register," and "Mixed Register." An "N/A" column 
was also provided for those that preferred not to respond to any particular part of the 
question. As many as ten faculty directors responded to the parts of the question that 
focused on traditional a cappella singing; however, the largest number of faculty directors 
that responded to any part of the question that centered on contemporary was six. 
Directors were asked to identify the predominant vocal registers of students in all voice 
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parts in their choirs, but students were only expected to identify their own register use. 
This eliminated the possible speculation that might have occurred had they been directed 
to identify the registers of students singing other voice parts. Student responses were 
separated and examined individually, based on their response to question thirty-four that 
asked them to identify whether they had sung soprano, alto, tenor or bass. Student 
responses were then collated according to voice part and were placed into one of these 
four categories. The individual responses were further examined to identify the register 
that each student had selected for question eighteen. The responses of students that 
selected multiple voice parts were culled from the analysis, as it would have been 
impossible to know the voice part to which they referred when answering the question 
related to register. All fifty-nine students responded to the traditional a cappella singing 
part of the question; fifty-five responded to contemporary. However, that number was 
considerably reduced after respondents that had selected multiple voice parts were 
eliminated. For clarity, an indication of total number of student responses has been 
included in the analysis. 
Ten out of 13 (77%) faculty directors completed this question on the survey. The 
remaining three (33%) either opted out by choosing N/A or skipped the question. The 
responses of five out of nine faculty directors (55.5%) that responded to the first part of 
the question indicated that the vocal register used most often by sopranos in traditional a 
cappella ensembles was the Head Register. The remaining four (44.5%) selected the 
Mixed Register for sopranos in traditional ensembles. Three out of five faculty directors 
(60%) who responded to part of the question concerning contemporary a cappella 
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ensemble singing chose Head Register as the primary register for sopranos in that genre, 
whereas the remaining two ( 40%) chose Mixed Register. Responses of seven out of ten 
(70%) student sopranos indicated that they used predominantly Head Register when 
singing traditional a cappella. This percentage was greater than that which directors had 
indicated for the same voice part. The remaining three sopranos respondents selected 
Mixed Register (30%), a percentage that was somewhat lower than that of faculty 
directors. Pertaining to contemporary a cappella, half of the ten student sopranos (50%) 
opted out of the question by choosing N/A. Of the remaining five sopranos, four (80%) 
affirmed the use of Mixed Register, whereas only one (20%) chose Head Register. This 
represented a considerable difference from the responses of faculty directors, whose 
responses had placed the use of head register higher than mixed register. 
Five out of nine faculty directors (55.5%) that responded to part two of the 
question identified the Mixed Register as the one used most by altos in traditional a 
cappella singing. The remaining four responses (45.5%) were equally divided between 
Head Register, Chest Register. Of the five responses to the contemporary a cappella part 
of the question, three faculty directors ( 60%) indicated chest register and two ( 40%) 
chose mixed register as most used. The remaining two ( 40% )chose to opt out of the 
question by selecting N/A. Six out of eight responses (75%) of student altos indicated 
that they mainly used Mixed Register for traditional a cappella singing, a percentage 
considerably greater than that which the responses of directors had indicated. The 
remaining two altos (25%) divided their responses equally between Head Register and 
Chest Register. Three out of eight altos elected to opt out of responding the part of the 
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question that considered contemporary a cappella ensemble singing by choosing N/ A. 
Three of the five (60%) that responded indicated Mixed Register as the one that they used 
the most. The remaining two students ( 40%) chose Chest Register. This distribution was 
the opposite of the faculty responses, which had placed Chest Register ahead of mixed 
Register by the same percentage points. 
Tenors in traditional a cappella ensembles favored Mixed Registration, according 
to the responses of nine out of ten (90%) of faculty directors, The one remaining faculty 
director (10%) chose Head Register. Four out of the six directors (66.7%) said that tenors 
also favored Mixed Registration when singing contemporary a cappella. The other two 
responses (33.3%) indicated Head Register as the register used most when singing in that 
genre. Two of the four student tenors (50%) that responded to the question indicated that 
they sang predominantly in Head Register, in traditional a cappella singing. The 
remaining two (50%) chose Mixed Register as the register used most. This reflected an 
increase from faculty response pertaining to Head Register. Contemporary a cappella had 
only one respondent, who claimed that he/she used Head Register most of all. Three 
tenors opted out of the question by choosing N/A. 
Basses mainly used Chest Register in traditional a cappella ensemble singing 
according to five out often faculty directors (50%). Four of the remaining five directors 
(40%) indicated Mixed Register, whereas the one (10%) that remained chose Head 
Register. Responses by four out of six faculty directors (66.7%) indicated that basses use 
the chest register predominantly in contemporary a cappella ensemble singing. One of 
the two remaining directors (33.3%) indicated Mixed Register and the other indicated 
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Head Register as the register used most for that genre. Two directors choseN/ A, whereas 
the remainder skipped that part of the question. Six out of seven student basses (85.7%) 
favored Mixed Register for traditional a cappella singing. The one remaining student 
(14.3%) chose Chest Register. These responses represented a considerable difference 
from the responses of directors in both the Mixed Register and Chest Register categories. 
More students were aware of mixed register singing than what directors had indicated. 
Three out of four basses (75%) indicated that they use Mixed Register for the majority of 
their singing in contemporary a cappella ensembles. The one remaining student (25%) 
indicated that he sings predominantly in Head Register in that genre. Three other students 
opted out of that part of the question by choosing N/A. 
Reinforcement of individual voice instruction. Question 16 (students only): "To 
what extent has a cappella ensemble singing reinforced that which you have studied in 
your applied voice lessons?" A Wilcoxon Signed Rank Test was used to compare 
responses within the student group on each part of the question (traditional versus 
contemporary). The responses of 53 students were examined relative to their perspective 
on the reinforcement of a cappella ensemble singing of concepts and techniques learned 
in vocal lessons. A statistically significant difference was observed, as 30 (m = 16. 3) 
found traditional a cappella to be more reinforcing, one (m = 7) found contemporary a 
cappella to be more reinforcing, and 22 found each genre of a cappella singing to be 
equal in their reinforcement ofthe vocal lesson (Z = -4. 791), p < .05). 
Predominant pitch ranges. Question 17 (students only): "Please identify the 
pitch range(s) that you use most in a cappella singing (Select all that apply)." This item 
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was added to the questionnaire in response to claims made during the phase one 
interviews and focus groups, which suggested that contemporary a cappella provided 
students with an opportunity to experiment with ranges other than those that they used 
most often in traditional a cappella singing. The purpose of this question was to 
determine if the range(s) used most often by students that sang in both genres of a 
cappella ensembles was the same in contemporary a cappella singing as it was in 
traditional. Students that responded to only one genre were culled from the analysis. 
Student responses were examined individually and collated according to the following 
pitch ranges: "Lowest," "Low," "Medium," "High," and "Highest." The responses of 
thirty-eight students were examined. The distribution was fairly even, with 15 students 
(39.5%) indicating that they sang in the same general pitch ranges (tessitura) for each 
genre. Thirteen (34.1%) claimed they sang lower, and ten (26.3%) determined that they 
sang higher in contemporary than in traditional. When determining the total compass of 
vocal range used for each genre, responses indicated far less evenness of distribution, as 
21 students (55.2%) suggested that they used the same amount of vocal range for each 
genre. Considerably fewer responses, ten (26.3%), indicated a greater compass for 
contemporary, and fewer still, seven (18.5%), specified a lesser compass for 
contemporary than for traditional. 
A Cappella Ensemble Versus Accompanied 
Level of challenge. Question 16 (faculty), 19 (students): "Please rate the level of 
challenge in singing a cappella compared to singing with accompaniment." A Mann-
Whitney U test was used to examine the differences in the perceptions of faculty and 
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students relative to the level of challenge in singing traditional styles of ensemble music a 
cappella compared to singing with accompaniment. No statistically significant 
differences were found between faculty directors (n = 9, m = 32.44) and students (n = 
54, m = 34.81, U = 247, Z = -.376, p > . 05) in the level of challenge pertaining to 
traditional a cappella singing. When related to contemporary a cappella ensemble 
singing, the same question produced similar results. No significant differences were 
found between directors (n = 8, m = 27.13) and students (n =52, m = 31.02, U = 181, z 
= -. 617, p > . 05) related to the level of challenge in singing contemporary a cappella 
ensemble music as compared to singing with accompaniment. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of eight faculty directors were examined relative to their perspective on the 
level of challenge in a cappella ensemble singing. No statistically significant difference 
was observed in faculty response, as three (m = 2) found traditional a cappella to more 
challenging, zero (m = 0) found contemporary a cappella to be more challenging, and 
five found each genre of a cappella singing to have the same level of challenge (Z = -
1.633, p > .05). However, a statistically significant difference was found when the same 
test was carried out in the student group. Of the 52 students that responded, 26 (m = 
20.58) found traditional a cappella to be more challenging, eight (m = 7.5) found 
contemporary a cappella to be more challenging and 18 found each genre to have the 
same level of challenge between traditional and contemporary ensemble singing as 
compared to singing with accompaniment (Z = -4.116, p < . 05). 
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Level of interest. Question 17 (faculty), 20 (students): "Please estimate your 
(your students') level of interest in a cappella ensemble singing compared to singing with 
accompaniment." A Mann-Whitney U test was first used to examine the differences in 
the perceptions of faculty and students relative to the level of interest in singing 
traditional styles of ensemble music a cappella compared to singing with accompaniment. 
A statistical significance was found between faculty (n =9, m = 20.67) and students (n = 
54, m = 36.61), as students showed greater interest in singing traditional a cappella 
compared with accompanied music than faculty had indicated. (U = 141, Z = -2.383, p < 
.05). When related to contemporary a cappella ensemble singing, the same question 
produced similar results. Directors (n = 8, m = 16. 7 5) indicated less interest on the part 
of their students than did the students themselves in contemporary a cappella singing as 
compared with accompanied singing (n =54, m = 33.69, U = 98, Z = -2.541, p < .05). 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of eight faculty directors were examined relative to their awareness of the level 
of interest in their students in a cappella ensemble singing. No statistically significant 
difference was observed in faculty response, as two, (m = 4. 5) perceived of traditional a 
cappella to have more student interest, three (m = 2) considered contemporary a cappella 
to have more student interest, and three found each genre of a cappella singing to have 
the same level of student interest when compared to singing with accompaniment (Z = -
.406, p > .05). A statistically significant difference was found when the same test was 
carried out in the student group. Of the 54 students that responded, 13 (m = 20.23) found 
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traditional a cappella to be more interesting than accompanied singing, 26 (m = 19. 88) 
found contemporary a cappella to be more interesting than accompanied singing, and 15 
found each geme to be equally interesting when compared to singing with 
accompaniment (Z = -1.807, p < .05). 
Level of commitment. Item 18 (faculty), 21 (students): Please estimate your 
(your students') level of commitment to ensembles in which a cappella is sung compared 
with those that are accompanied by instruments. A Mann-Whitney U test was used to 
examine the differences in the perceptions of faculty and students relative to the impact 
of traditional a cappella ensemble singing on the level of commitment in singing a 
cappella as compared to singing with accompaniment. No statistically significant 
differences were found between faculty directors (n =9, m=37) and students (n =59, m = 
34.12, U = 243, Z = -.452, p > . 05) related to the level of student commitment to 
ensembles that engage in traditional a cappella singing compared to ensembles that sing 
with accompaniment. When related to contemporary a cappella ensemble singing, the 
same question produced similar results. No statistically significant differences were 
found between faculty directors (n = 8, m = 32.5) and students (n =55, m = 31.93, U = 
216, Z = -. 086, p > . 05) related to the level of student commitment to ensembles that 
engage in contemporary a cappella singing compared to ensembles that sing with 
accompaniment. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of eight faculty directors were examined relative to their perception of the level 
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of commitment of their students in a cappella ensemble singing. No statistically 
significant difference was observed in faculty response, as three (m = 4) found traditional 
a cappella to elicit more student commitment than accompanied singing, two (m = 1.5) 
found contemporary a cappella to have more student commitment, and three found each 
genre of a cappella singing to have the same level of student commitment compared to 
singing with accompaniment (Z = -1.219, p > .05). However, a statistically significant 
difference was found when the same test was carried out in the student group. Of the 55 
students that responded, 28 (m = 19.41) had more commitment to traditional a cappella, 
seven (m = 12.3 6) had more commitment to contemporary a cappella, and 20 had equal 
commitment to both (Z = -3. 771, p < . 05), when compared to singing with 
accompaniment. 
Importance for Music Education Students 
Vocal. Item 19 (faculty), 22 (students): "Please rate the level of importance that 
participation in a singing ensemble has on the preparation of undergraduate vocal 
students intending to become music teachers." The present inquiry was divided into four 
parts, including traditional a cappella, contemporary a cappella, traditional accompanied, 
contemporary accompanied. A Mann-Whitney U test was used to examine the differences 
in the perceptions of faculty and students relative to the level of importance of traditional 
a cappella ensemble singing in the preparation of vocal students that intend to become 
music teachers. No statistically significant differences were found between faculty 
directors (n = 9, m = 37) and students (n =59, m = 34.12, U = 243, Z = -.474, p > .05). 
When related to the importance of contemporary a cappella, a statistically significant 
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difference was found between the two groups. Faculty directors (n = 7, m = 18.57) 
indicated that participation in contemporary a cappella ensemble singing was less 
important than did students (n =54, m = 32.61, U = 102, Z = -2.374, p < .05) in 
preparing vocal students to become music teachers. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to the level of importance 
that participation in a cappella ensemble singing has for vocal students intending to 
become music teachers. A statistically significant difference was observed in faculty 
response, as five (m = 3) found traditional a cappella to more important, and two found 
each genre of a cappella singing to have the same level of importance (Z = -2.121, p < 
. 05). No statistically significant difference was found when the same test was carried out 
in the student group. Of the 54 students that responded, 11 (m = 12.14) found traditional 
a cappella to be more important, 11 (m = 10. 86) found contemporary a cappella to more 
important, and 32 found each genre to be an equally important area of participation for 
students that intend to become music teachers (Z = -.234, p > .05). 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
faculty and students relative to the level of importance of traditional accompanied 
ensemble singing on the preparation of vocal students that intend to become music 
teachers. No statistically significant differences were found between faculty directors (n 
= 9, m=33.89) and students (n =58, m = 34.02, U = 260, Z = -.021, p > .05) relevant to 
traditional, accompanied ensemble singing in the preparation of vocal music education 
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students. When related to the importance of contemporary accompanied ensemble 
singing, a statistical significance was found between the two groups. Faculty directors (n 
= 7, m = 16.3 6) indicated that participation in contemporary a cappella ensemble singing 
was significantly less important than did students (n =53, m = 32.3 7, U = 86.5, Z =-
2.3 7 4, p < . 05) in preparing vocal students to become music teachers. 
A Wilcoxon Signed Ranks Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to the level of importance 
that participation in accompanied ensemble singing has for vocal students intending to 
become music teachers. A statistically significant difference was observed in faculty 
response, as five (m = 3) found traditional accompanied ensemble singing to be more 
important, none (m = 0) found contemporary accompanied ensemble singing to be more 
important, and two found each genre of accompanied ensemble singing to have the same 
level of importance (Z = -2.121, p < .05). No statistically significant difference was 
found when the same test was carried out in the student group. Of the 52 students that 
responded, ten (m = 11. 9) found traditional accompanied ensemble singing to be more 
important, 12 (m = 11.17) found contemporary accompanied ensemble singing to more 
important, and 30 found each genre to be an equally important area of participation for 
vocal students that intend to become music teachers (Z = -.251, p > .05). 
Instrumental. A Mann-Whitney U test was used to examine the differences in 
the perceptions of faculty and students relative to the level of importance of traditional a 
cappella ensemble singing on the preparation of instrumental students that intend to 
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become music teachers. No statistically significant differences were found between 
faculty directors (n = 9, m = 23.83) and students (n =59, m = 36.13, U = 169, Z =-
1.792, p > .05) pertaining to the level of importance oftraditional a cappella ensemble 
singing for instrumentalist music education majors. When related to contemporary a 
cappella, a statistical significance was found between the two groups. Faculty directors (n 
= 7) indicated that participation in contemporary a cappella ensemble singing was less 
important (m = 16.29) than did students (n =53, m = 32.38, U = 86, Z = -2.373, p < .05) 
in preparing instrumental students to become music teachers. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to the level of importance 
that participation in a cappella ensemble singing has for instrumental students that intend 
to become music teachers. No statistically significant difference was observed in the 
faculty response, as one (m = 1) found traditional a cappella to be more important, none 
(m = 0) found contemporary a cappella to be more important, and six found each genre of 
a cappella singing to have the same level of importance (Z = -1, p > .05). No statistically 
significant difference was found when the same test was carried out in the student group. 
Of the 53 students that responded, ten (m = 8.2) found traditional a cappella to be more 
important, eight (m = 11.13) found contemporary a cappella to more important, and 35 
found each genre to be an equally important area of engagement for instrumental students 
that intend to become music teachers (Z = -.156, p > . 05). 
A Mann-Whitney U test was used to examine the differences in the perceptions of 
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faculty and students relative to the level of importance oftraditional accompanied 
ensemble singing on the preparation of instrumental students that intend to become music 
teachers. No statistically significant differences were found between faculty directors (n 
= 9, m = 23) and students (n =58, m = 35. 71, U = 86, Z = -1.901, p > .05) relevant to 
the importance of traditional accompanied ensemble singing for music education 
students. When related to contemporary accompanied ensemble singing, a statistical 
significance was found, as faculty directors (n = 7, m = 16.14) indicated that 
participation in contemporary a cappella ensemble singing was less important than did 
students (n =54, m = 32.93, U = 85, Z = -2.456, p < .05) as an area of engagement for 
instrumental students who intend to become music teachers. 
A Wilcoxon Signed Rank Test was used to compare responses within each group 
(faculty/students) on each part of the question (traditional versus contemporary). The 
responses of seven faculty directors were examined relative to the level of importance 
that engagement in accompanied ensemble singing has for instrumental students that 
intend to become music teachers. No statistically significant difference was observed in 
faculty response, as one (m = 1) found traditional a cappella to more important, none (m 
= OJ found contemporary a cappella to be more important, and six found each genre of a 
cappella singing to have the same level of importance (Z = -1, p > .05). No statistically 
significant difference was found when the same test was carried out in the student group. 
Of the 53 students that responded, seven (m = 5.86) found traditional a cappella to be 
more important, eight (m = 9. 88) found contemporary a cappella to more important, and 
3 8 found each genre to be an equally important area of engagement for instrumental 
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students that intend to become music teachers (Z = -1.1, p > .05). 
Demographic Information 
Students. Twenty-three student respondents (40.4%) reported being in the 
sophomore class with the remainder fairly evenly spread throughout the other three 
undergraduate classes- 14 juniors (24.6%), 11 seniors (19.3%), and nine freshman 
(15.8%). Thirty-seven students were music majors (66.1 %), one was a music minor 
(1.8%), and the remaining 18 students were non-majors/minors. Forty-six students 
(82.1%) counted voice as their primary instrument, six (1 0. 7%) listed keyboards, two 
indicated strings (3.6%), and two woodwinds (3.6%). Thirty-eight (65.5%) indicated that 
they had taken individual lessons in voice or instruments for college credit. Thirty-four 
students (89.5%) studied voice, 24 (63.2%) took keyboard training, seven (18.4%) 
studied strings, and the rest were fairly evenly divided among brass (n = 3, 7.9%), 
woodwinds (n = 2, 5.3%), percussion (n = 2, 5.3%), and electronic instruments (n = 1, 
2.6%). Forty-seven students (81.%) began singing a cappella music prior to college. All 
students participated in traditional a Cappella ensemble singing, whereas approximately 
half (31 students, 54.5%) also engaged in groups that sang in contemporary a cappella 
ensembles. Several respondents claimed that their groups were student directed -
traditional (n = 8, 13.8%), contemporary (n = 12, 20.7%). Fifteen students (26.3%) 
acknowledged that the student director was a music major, and three (5.3%) indicated 
that the director was a non-major. Pertaining to group size, small groups of less than 
twenty singers were most common among students- traditional (n = 38, 65.5%), 
contemporary (n = 29, 56.9%). All voice parts were fairly equally represented in 
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traditional ensemble singing, with many students acknowledging that they had sung more 
than one voice part- soprano (n = 25, 43.9%), alto (n = 25, 43.9%), tenor (n = 19, 
33.3%), and bass (n = 18, 31.6%). In contemporary groups, many students had 
experience singing lead (n = 24, 42.9%) and background vocals (n = 28, 50%). Some 
also had sung bass (n = 11, 19.6%) and a few (n = 4, 7.1 %) had provided the group with 
vocal percussion. Approximately one-third (n = 17, 30.4%) were performance majors; 
just under one-fifth ofthe students (n = 12, 21.4%) were music education majors; a small 
percentage (n = 8, 14.3%) were music majors in an area other than performance or music 
education; only one student (1.8%) was a music minor; and just under remaining one 
third of the students (n = 18, 32.1 %) were neither a music major nor minor. 
Faculty directors. Seven faculty directors responded to questions related to their 
professional and educational background. Respondents taught all levels of undergraduate 
students in there ensembles. All seven taught sophomores, juniors, and seniors, whereas 
five (71.4%) taught freshmen. Four (57.1 %) also taught ensembles that included graduate 
students. Three faculty directors (42.9%) had been in their current position for more than 
20 years; an equal amount had been on the job between five and ten years; and one 
(14.3%) had been there for less than five years. Four faculty directors (57.1 %) had taught 
traditional ensembles of20 to 40 singers; three (42.9%) directed ensembles of 40 to 60 
members and three (42.9%) had taught groups of more than one hundred, two (28.6%) 
had directed groups of under 20 singers, and one (14.3%) taught a group of 80 to 100 
singers. Two faculty directors had led contemporary ensembles of less than twenty 
singers. Three oversaw student-directed contemporary ensembles. Two ofthose directors 
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included student-directed contemporary ensembles on concert programs that featured 
ensembles that they themselves directed. Two out of seven faculty directors (28.6%) 
indicated that less than 1 0% of the students in their traditional ensembles were music 
majors; two estimated that number to be "50-75%". Of the three faculty directors that 
responded to the same question pertaining to contemporary ensembles, two indicated that 
number to be "25-50%," whereas one chose "Less than 10%." Three faculty directors 
selected N/ A and the remaining seven skipped that part of the question. Three out of 
seven faculty directors (42.9%) indicated that they frequently had students rehearse 
pieces a cappella that were intended to be performed with accompaniment. One chose 
"Somewhat Frequently," one chose "Infrequently," and the remaining two indicated that 
they never rehearse in this manner. Three of the seven respondents oversaw traditional 
ensembles that were student directed; three out of five respondents oversaw 
contemporary ensembles that were student directed. Two of those respondents indicated 
that the student director was a music major; the same number specified that the student 
was a non-major, two choseN/ A, and the remainder skipped the question. Three out of 
seven respondents (28.6%) indicated that student directed traditional ensembles are 
included on concert programs that they direct; four indicated that they are not; one chose 
N/ A. Pertaining to contemporary ensembles, two out of four faculty directors indicated 
that students directed groups are included on their programs, one respondent chose "No," 
and one opted out with N/A. Five out of seven faculty directors (71.4%) designated music 
education as the focus of their training. Four respondents (57.1 %) chose performance, 
four chose conducting, one selected composition, and none indicated musicology. All 
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conductors listed voice as their primary instrument. Six out of seven (85.7%) indicated 
that they had studied traditional vocal pedagogy, whereas only two had studied vocal 
pedagogy for contemporary music. Five out of seven directors (71.4%) had participated 
in traditional ensembles that sang a cappella music when they were in college 
(undergraduate or graduate). The same number of respondents had engaged in groups that 
were faculty-directed, and also ones that were student directed. Three faculty directors 
(42.9%) indicated that they had sung in contemporary a cappella ensembles, though the 
specific style of contemporary music is not known. 
A Cappella in Warm-up Exercises 
Item 26 (faculty), 36 (students): Please estimate how frequently a cappella 
singing is used in rehearsal during warm-up exercises (If you direct/participate in more 
than one ensemble, base your answer on only one ofthese ensembles.) A Mann-Whitney 
U test was used to examine the differences in the perceptions of faculty and students 
relative to the frequency that a cappella is used in warm-up exercises. No statistically 
significant differences were found between the responses of faculty directors (n = 7, m = 
42.5)) and students (n =57, m = 27.15, U = 129.5, p > .05) related to how frequently a 
cappella is used in the warm-up exercises of traditional ensembles. The same test 
pertaining to contemporary ensembles produced similar results. No statistically 
significant differences were found between faculty directors (n = 5, m = 36.5) and 
students (n =50, m = 27.15, U = 82.5, p >. 05) related to the frequency of a cappella 
warm-up exercises in rehearsal. 
The Wilcoxon Signed Rank Test was used to compare responses within each 
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group (faculty/students) on each part of the question (traditional versus contemporary). 
The responses of seven faculty directors were examined relative to the level of frequency 
that a cappella singing is used in warm- exercises. No statistically significant difference 
was observed in faculty response, as none (m = 0) found a cappella warm-ups in 
traditional ensembles to be more frequent, three (m = 2) found a cappella in warm-ups of 
contemporary ensembles to be more frequent, and two indicated that each genre used a 
cappella the same amount for this purpose (Z = -1.633, p > .05). A statistically 
significant difference was found when the same test was carried out in the student group. 
Of the 49 students that responded, six (m = 7.83) found the use of a cappella warm-up 
exercises to be more frequent in traditional, 18 (m = 14. 06) felt it was more frequent in 
contemporary, and 25 found each genre to use a cappella equally (Z = -4. 791, p < .05). 
Survey results indicate that many similarities existed between the responses of 
students and faculty directors with regard to the benefits of a cappella ensemble singing 
on the development of undergraduate students. Through the use of the Mann-Whitney U 
Test, statistical differences have been discovered between these two groups of 
respondents in the area of musical expressivity, the ranking of vocal range and flexibility 
amidst the other targeted musical skills, level of student interest, and the importance of 
engaging in a cappella singing for music education majors. Results of the Wilcoxon 
Signed Ranks Test have revealed statistical differences within the faculty directors' group 
between the traditional and contemporary genres of cappella ensemble singing related to 
the importance of each genre for music education students. The same test in the student 
group have resulted in statistical differences between traditional and contemporary a 
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cappella ensemble singing related to intonation, sight singing, musical expressivity, 
rhythmic precision, the development of independence, level of challenge, and level of 
commitment. The following chapter consists of a discussion of the findings from the 
qualitative phase of this investigation and of the survey results from phase two. 
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CHAPTER SIX 
Discussions, Implications, and Conclusions: 
A Cappella in Collegiate Music Education 
The current study has illuminated the positive impact that engaging in either the 
traditional or contemporary genre of a cappella ensemble singing has on the musical and 
vocal development of undergraduate students. Phase one of the investigation identified 
the benefits as perceived by students, graduates, and faculty directors as important in the 
development of musical skills. Phase two centered on comparing the attitudes of students 
to faculty directors on issues relative to skills identified in phase one. Through a mix-
methods design, I have reflected on the results of each part of the study, have examined 
the point of convergence between the qualitative and quantitative modes of investigation, 
and have compared the two for similarities and differences. 
In this chapter, I reflect on the findings of phase one, taking a broader view of the 
outcome of the interviews, focus groups, and observations. I revisit the major themes, as 
related to the first research question, within the context of the theoretical framework, and 
consider these fmdings against the backdrop of the literature review. Additionally, I 
discuss the results of the survey in phase two in comparison with the fmdings of phase 
one, and make recommendations for future research. Finally, I describe the implications 
that this investigation could have on the future research and on the canon of literature 
pertaining to collegiate level music education. In acknowledging the need for further 
investigation of this topic, I reflect on my awareness that this report represents the 
opinions of individuals within the given time frame and geographic limitations of my 
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research. Despite the boundaries of this investigation, the contributions of those who 
participated in each phase of this study create a portrait of the ways in which engagement 
in a cappella ensemble singing contributes to the development of musical skills in 
undergraduate students. 
Phase One 
Phase one of the study addressed the first of the research questions, which stated, 
"In what ways is a cappella singing perceived to contribute to the musical development of 
college student musicians?" This part of the investigation centered on developing 
understanding of the nature of the phenomenon through 18 interviews and three focus 
groups and combined that understanding with my reflections on the five observations of 
collegiate-level vocal ensembles that employed the use of a cappella singing in their 
rehearsals. Seven broad themes emerged through the course of the analysis of data from 
the interviews with students and faculty directors, graduates, student focus groups, and 
observations (see Table AB5). These themes, which included "ensemble experience," 
"genre," "hearing," "personal attributes," "precision," "promotion and support," and 
"vocal technique," represented a "second order abstraction," and came about as a result 
of merging similar thematic elements in the coding process to produce fewer, more 
categorical units (Creswell, 2005, p. 245). Codes were combined into themes (first order 
abstraction); themes were then grouped into broad themes (second order abstraction). 
Responses from the interviews and focus groups, along with the data from the 
observations indicated that both traditional and contemporary a cappella ensemble 
singing contribute considerably to the development of musical skills in undergraduate 
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college students. 
Ensemble experience. Ensemble experience encompasses management of the 
tasks at hand, along with an awareness of one's interaction with others within the 
ensemble environment. In keeping with the phenomenological perspective, I have viewed 
the experiences of the individuals in this study as active, direct, and intentional within a 
specific environment. The student in the choral ensemble experiences that which 
Heidegger (1926/1962) referred to as "being in the world" and "being-with-one-another" 
(p. 159) [H. 122]. Each student is focused on her/his own task, just as individuals, 
according to the phenomenological view, are intentionally engaged in the world in which 
they exist. In the ensemble rehearsal, the musical experiences that these individuals 
encounter move from "readiness-to-hand" (zuhandenheit), where not all of the details of 
the task at hand are obvious to the individual, to "present-at-hand" (vorhandenheit), 
where something occurs to draw the individual's attention to a particular aspect of the 
task (p. 105) [H. 74]. For example, a student singing along within the comfortable part of 
her/his range might not necessarily be aware of specific elements of vocal technique, 
such as breath support or resonance, until such time that the range of the music extends 
into the upper part of the voice. At that time, the student's awareness ofthe task of 
singing becomes exaggerated, and she/he begins to employ more of the technical tools 
that were perhaps learned in vocal lessons. Heidegger also noted that when individuals 
"devote themselves to the same affair in common .... they thus become authentically 
bound together" (p. 159) [H. 122]. Students in a vocal ensemble are devoted to "the same 
affair in common," as they share the same pitches, rhythms, and text as others singing on 
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their part, with sensitivity to the contributions of individuals in other sections. Thus, they 
become "authentically bound together" within their collective environment. Elizabeth's 
comment, "You feel a connection to the group - an ensemble experience" exemplified 
the bond between individuals engaged in either a traditional or contemporary a cappella 
ensemble experience. 
The relationship of the individual to her/his environment and to others who share 
that environment have been guiding principles in this research, as the investigation has 
focused on the musical and vocal skills that are developed by students within the larger 
context of the choral ensemble. The notion of environment in constructivism has two 
distinct meanings; one encompasses the "permanent objects and their relations that we 
have abstracted from the flow of our experience," and the other refers to the 
"surroundings of the item we have isolated" (von Glasersfeld, 2005, p. 5). In alignment 
with that view, a student in a choral ensemble is aware of the task at hand that she/he has 
"isolated" (similar to Heidegger's "vorhandenheit") in relation to the place in which that 
task is situated and the others that are part of that environment. Vygotsky's (1925/2000) 
understanding of an individual's awareness of the self as relating to the perspective of 
others offered support to the notion that the singer in an a cappella ensemble views their 
musical development within the context of the group experience. Students in a cappella 
ensembles have found reliance on others to be especially important in the learning of 
music. As Beth explained in relation to her experiences, "[I] rely on other people .... There 
are challenges to the small group experience - playing off of one another." Beth's view 
aligns with Willingham's (2001) findings that participants viewed the choir to be a 
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community built on a shared a common bond in the members' love of music; a sense of 
teamwork, interdependency, and safety; and a shared sense of quality in performance. 
The constructivist perspective maintains that an individual's development is 
adaptive, which (as with phenomenology) involves an active, direct and intentional 
engagement with their environment (Piaget, 1970). The adaptive element in the learning 
process is rooted in the challenges or contradictions that individuals experience - as 
Twomey F osnot and Perry (2005) described of the Piagetian concept of accommodation -
and their attempt to adapt to the environment that surrounds them. Tim's description of 
his students' adaptation to the challenges that are presented to them in an a cappella 
ensemble singing offered an example of moving beyond one's habitus in a way that is in 
keeping with the constructivist concept of accommodation: "Looking at the music 
without being led by the piano encourages students to take the necessary risks to produce 
the sound." Through the taking of risks, students move closer to accommodating their 
musical environment and enhancing their development. Michael's comment supported 
that understanding from the student perspective, "Struggles lead to more 
proficiency .. . help to create a more in-depth understanding of the piece." 
Students, faculty directors, and graduates emphasized the importance of group 
experience in terms of its contributions to individual development. Students were 
particularly aware of their reliance on others in their sections for musical support and 
personal encouragement in both traditional and contemporary ensembles. Elizabeth' s 
comment, "You feel a connection to the group- an ensemble experience," highlighted 
the trust that is developed between group members. The challenges, about which students 
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spoke, became manageable within the supportive environment of the a cappella 
ensemble. Mike, a college sophomore, shared, "The psychological anticipation of the 
difficult areas of the range are lessened by ensemble singing." Students' cooperative 
support of each other served to encourage less-experience singers and led to their 
independence, responsibility, and confidence as musicians. As Evan described, "You 
perform at a higher level.. .. [A cappella] leads to learning and proficiency ... .! became my 
own musical unit." That this learning and proficiency are truly unique to engaging in an a 
cappella ensemble is a topic for further investigation; however, as Tang described, "A 
cappella singing helps students understand the natural way to produce sound .... There is a 
human response to the voice." The special sense of ensemble experience that was 
described in the interviews with regard to a cappella may, in fact, be related to a 
biological response to the human voice that, as Tang explained, has been programmed 
into our being from before we were born. 
Genre. Opportunities for students to perform contemporary popular vocal 
ensemble music within the offerings of the music curriculum were far fewer than the 
number of opportunities for traditional music. Jenn, a music education major, expressed 
her frustration with the college that she attended pertaining to the limited opportunity to 
engage in contemporary a cappella: "This group is the only opportunity that we have to 
sing music of this type .... .I came to this group as a classical singer and not knowing how 
to interpret contemporary music- this experience taught me how." The source of Jenn's 
frustration, and that of others of a similar mind, centered on the lack of official support by 
the college to provide music education majors with opportunity to engage in 
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contemporary a cappella ensembles and to learn how to interpret popular contemporary 
music. Jenn's comment reflected the dichotomous relationship that was described in the 
literature between classical and contemporary music. Wicks (1998) offered what was 
perhaps the most overtly critical assessment of a "rigid 'classical-music-only orientation" 
that has prevailed in the musical offerings of colleges and universities in this country for 
a long period of time (p. 55). 
Students in the interviews and focus groups described the uniqueness of 
traditional and contemporary a cappella ensemble singing in terms of the type of 
vocalization that is associated with each. Kristin's comment regarding vowel shaping 
drew distinction between the two genres: "Traditional choir style is based on "tall" vowel 
sounds, whereas contemporary style is based on spread vowel formation." Kristin also 
suggested that contemporary a Cappella ensemble singing required a lighter tone quality, 
and that the traditional genre required a one that was darker. Anthony drew the ultimate 
distinction between the tone quality of contemporary and traditional a cappella ensemble 
singing in his comment that suggested that the sounds required of singers in 
contemporary a cappella ensemble singing are, "not necessarily pretty." Kristin pointed 
out that the reason for the difference in style between the two types of a cappella has to 
do with the emulative aspect of the contemporary genre: "Our style comes from the 
arrangement itself, as in interpreting instrument sounds versus singing words." Finney 
and Phillpott (20 1 0) captured the distinction between musical genres relevant to informal 
versus formal learning in pointing out that informal learning is "caught," and formal 
learning is "taught." Folkestad (2006) suggested that the informal process is not pre-
268 
planned but instead, "proceeds by the interaction of the participants in the activity" and is 
"self-chosen and voluntary activity" (p. 141 ). 
The degree to which traditional and contemporary a cappella ensemble singing 
engages formal learning versus informal learning methods depends on the individual 
groups. For example, in my observations of contemporary ensembles, I viewed instances 
where the student leader of the ensemble actively (and formally) taught the other students 
their parts. Likewise, when observing traditional ensembles, I saw instances of informal 
methods being employed, such as rote learning of certain parts of the music. F olkestad 
suggested that informal and formal learning should not be considered dichotomous, but 
rather "two poles of a continuum" where both methods are present within a learning 
situation (p.l35). When speaking of the challenges that exist in contemporary a cappella 
ensemble singing, Joel suggested that background of the individual singer has much 
bearing on the degree of difficulty that she/he experiences: "Depends on your 
background ... [traditional] choral has a different learning environment...Rote learning 
style is a significant part of the learning process [in contemporary a cappella]." 
The situational aspect of the difficulty with music that Joel described exemplifies 
the phenomenological notion, as explained by Merleau-Ponty (1976), that an individual's 
understanding ofthe world comes as a result of being "situated in it" (p. 408). Merleau-
Ponty used the example of a melody to illustrate the point that our perceptions are shaped 
by a continuum of experiences: Each of a melody's "moments" is connected to the ones 
that came before it, all of which are necessary in order for there to be a melody (p. 408). 
Essentially, that which we have encountered in the past in combination with what we are 
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experiencing presently shapes the completeness of our understanding of music. 
Each genre of a cappella ensemble singing was viewed in terms of its uniqueness, 
relative to repertoire, vocal nuance, tone quality, and method oflearning. Graduates and 
faculty directors appeared genuinely supportive of student engagement in both 
contemporary and traditional a cappella ensemble singing. Given that many students 
performed in multiple ensembles representing each genre, the distinctions between 
traditional and contemporary groups were well articulated by these individuals. Students 
recognized the challenges associated with both traditional and contemporary a cappella 
ensemble singing, and appeared to embrace these challenges enthusiastically. Some 
students expressed frustration in the limited amount of opportunity that their college 
experiences provided for music education majors to learn how to interpret music of the 
contemporary genre. 
Promotion and support. Support for contemporary a cappella ensemble singing 
was viewed by students as lacking in comparison to support for traditional styles of 
choral singing. Christine spoke of a situation with one of the other students in the 
contemporary a cappella ensemble that she leads, who had to drop out of the group, due 
to the fact that her voice teacher prohibited her from singing contemporary music while 
studying classical style singing. Christine also expressed her frustration over the lack of 
funding at her school for contemporary collegiate a cappella. Michelle recognized the 
need for support of contemporary a cappella with presence of a faculty facilitator/mentor: 
"It would be great ifwe had a 'wise ear' telling us what to do." Current literature also 
considered support for engagement in contemporary music ensembles as lacking. Nettl 
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(1995) suggested that some colleges and universities have excluded popular styles from 
the music-learning environment by prohibiting vocal and instrumental students from 
performing music other than Western European Art Music. 
Some students saw measures of support as possible interference in a functionally 
autonomous performing experience. Karen' s comment exemplified the concern that some 
students felt with regard to reliance on a faculty director to prepare the contemporary 
ensemble: "I like the fact that we learn the music by ourselves .... We do it because we 
want to do it and not to please a faculty director or fulfill a requirement; however, it 
would be helpful to have a faculty member listen to us for balance and other 
considerations." North and Hargreaves (2008) described the sense of autonomy and 
ownership as two of the defining qualities that are inherent to an informal learning 
environment. Dan, a sophomore in music education, commented, "I like that fact that we 
stand on our own, [as] it creates personal responsibility." Joyce's comment concurred: 
"As music education majors, it is good for us to work out the challenges on our own." 
The debate among students over the appropriate amount and type of institutional support 
of contemporary a cappella ensemble singing aligned with Gates' (1993) suggestion 
regarding the interaction between barbershop and music education. Gates acknowledged 
that music educators could learn much from barbershop, but cautioned that any 
interaction should be based on preserving the integrity of each style. 
The nature of the desired support for contemporary a cappella ensemble singing 
was, for some, structural and, for others, functional. Students involved in the faculty 
directed ensemble appeared comfortable with a faculty presence in their preparation of 
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their repertoire - representing a fu:nctionallevel of support. These students spoke very 
highly of their faculty facilitator/mentor and of the experience of working together on 
musical, expressive, and vocal aspects of the repertoire. Some students in the music 
majors' ensemble also saw that advantages that faculty support would bring to the 
group's overall level of performance; however, others tended to favor little to no 
presence, indicating a desire to prepare on their own. For these students, a structural level 
of support was sufficient, including funding for travel, the purchase of musical 
arrangements, provisions for rehearsal space, and performance venues. 
Personal attributes. Participants who drew a connection between the lack of 
reliance on the rehearsal piano and the development of individual personal attributes 
brought the topics responsibility, independence, confidence, and cooperation into the 
interviews and focus groups. Reliance on the piano in rehearsal encourages students to 
mimic dynamics, and other expressive elements of performance, according to 
interviewees. For example, Raymond commented on his high school choral students' 
tendency to follow along with what the piano is playing in rehearsal: "Singing with the 
piano allows you to go along with the rhythm without giving it conscious 
thought...mimicking." Taking away the piano challenges students to make conscious 
decisions regarding musical expressivity, according to interviewees. Jake, a high school 
choral music teacher with five years experience leading both traditional and 
contemporary a cap pella ensembles, emphasized the role of the individual singer in the 
area of musical expressivity: "The balance between singers in the context ofthe group is 
an individual's responsibility." 
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Singers' descriptions of their reliance on others in the ensemble and their 
progression toward musical independence aligns with constructivist learning theory. For 
Vygotsky (1925/2000), the individual's awareness ofthe selfwas through the lens of 
others: "We are conscious of ourselves because we are conscious of others; and in an 
analogous manner, we are conscious of others because in our relationship to ourselves we 
are the same as others in their relationship to us" (see Section 6). Ethan commented on 
the independence that is achieved through his students' awareness of their place within 
the musical and social dynamics of the traditional a cappella ensemble: "[A cappella] 
fosters independence, ownership ... .It teaches students how to be accountable ... their role 
and importance in the group." Hylton (1981) found that engagement in musical 
experiences contributed to individual identity, suggesting, "A positive self-image may be 
encouraged by the fulfillment of the need to achieve" (p. 301). "Evan's comment, "I 
became my own musical unit," regarding his transformation an independent musician, 
underscored the independence that many singers experienced as they overcame the 
challenges associated with a cappella ensemble singing. The confidence that students 
developed in their musical abilities as a result of engaging in a cappella ensemble singing 
in both the traditional and contemporary genre allowed them to become more socially 
adapted within the group. Sichivitza (2003) found that students with "better self-concepts 
of musical ability" are better integrated into choir both academically and socially (p. 
334). Ethan commented on the elevation that the students in his traditional chorus felt as 
a result of their experience with a cappella singing: "A cappella allows students to feel 
proud of their accomplishments in reading music." 
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Cooperation among group members was an important part of the benefits of a 
cappella ensemble singing, according to students, in comparison with singing in 
ensembles that are accompanied. This was due possibly to the smaller size of the a 
cappella ensembles that students had experienced at their colleges and universities. For 
example, Dave spoke of his experiences in a contemporary ensemble of approximately 12 
students: "With only a few singers, it forces you to listen more and to rely on each other." 
The notion of small group dynamics was explored by Baird (2008), who found that small 
choirs contribute to members' sense of identity, independence, and value within the 
group compared to medium and large ensembles. As mentioned previously, Beth also 
spoke of the advantages of singing in a small group and how the challenges of a cappella 
singing encourage her reliance on others in the group for musical cues by "playing off of 
one another." 
The personal attributes that were considered in the first phase of this investigation 
gave insight into the social aspects of engaging in choral ensembles. Contributors to a 
positive experience for students appeared to be the size of the ensemble and the reliance 
of individuals on others in the group as a result of the challenges that are associated with 
a cappella singing. Despite the distinctions that participants made between traditional and 
contemporary a cappella ensemble singing, responsibility, independence, confidence, and 
cooperation were consistently attributed to each genre. 
Hearing, intonation, precision. Three important topics in the interviews and 
focus groups were the development of hearing and intonation as related to the musical 
precision of individuals within the ensemble. The general consensus among students, 
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faculty directors and graduates was that the challenges associated with both traditional 
and contemporary a cappella ensemble singing led to heightened awareness among 
performers and contributed to their aural training and accuracy. Margaret, spoke of her 
use of a cappella in training her traditional ensembles, regardless of whether the nature of 
the ensemble be a cappella or accompanied choir: "It is a great base for choirs [as it] 
forces them to listen .... A cappella is used as a technique." Margaret's comment aligned 
with Bullock's (1991) fmdings on the uses of a cappella, where faculty directors 
acknowledged employing a cappella in rehearsal as a training tool for improving the 
accuracy of their ensembles, proclaiming that a cappella is" ... essential to the musical 
development ofthe choir" (p. 113). Tania's perception was representative of other faculty 
that were interviewed, with regard to the positive impact of a cappella ensemble singing 
on students' inner hearing: "[Their] listening becomes more acute .... Students internalize 
and become better listeners ... tune to one another." Dean made an astute observation of 
his experience singing in both traditional and contemporary a cappella ensembles: "You 
hear and see your line in relation to the vertical context ... [which] forces us to be the 
instrument and not the accompaniment to the instruments." Gordon (2007) explained the 
"audiation" that occurs while listening to musical sounds in terms of the processing and 
comprehension that occurs within the context of language: "Audiating while listening to 
the sound of music is much like simultaneous translation .... Each of us continually 
translates what he or she is hearing spoken in his own language into unique meaning" (p. 
4). Mike described the musical image that a cappella singing encourages in the 
consciousness of the individual singer: "It [traditional a cappella ensemble singing] helps 
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you internalize the music more effectively than with the piano .... You begin to 
listen ... hearing the pitch in your head- audiation." Tang's comment clearly and simply 
connected the concept of inner hearing and comprehension to singing: "[A cappella] 
completes the cycle from hearing to singing." 
Music education students in the interviews and focus groups found that engaging 
in a cappella singing contributes to the ability to complete the cycle from hearing to 
singing. Don pointed out an apparent disparity between the vocalists and instrumentalists 
in his music education cohort in demonstrating to students, and suggested that the 
instrumentalists who had difficulty singing in tune without accompaniment could benefit 
from engaging in a cappella ensemble singing: "Regardless of what your instrument is, 
you have to be able to sing what you're playing to understand the audiation that is 
involved in hearing it.. .It's essential for any teacher to be able to sing a cappella in tune." 
Students and faculty directors alike found that engagement in a cappella ensemble 
singing was essential in the training of music education students. Francesca noted that 
self-reliance in the role of the teacher that comes from exposure to a cappella ensemble 
singing is "very important for bringing a cappella into the classroom [rehearsal hall] and 
for proper modeling." Tim spoke of the need for diversity in the preparation of music 
education students, with emphasis on experience in both choral (not limited to only a 
cappella) and instrumental. "Students must be exposed to it all- instrumental and 
choral. ... A cappella is not necessarily weighted more than good choral experience, in 
general [although] in a cappella, it's easier for students to understand about tone color and 
vocal nuance." Jake spoke from the perspective of a recent graduate, who was an 
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instrumentalist music education major in college but who also had engaged regularly in 
both traditional and contemporary a cappella singing: "I have some [instrumental] friends 
that are wishing that they had done more singing [in college] because they are teaching 
chorus in addition to band." 
Some music teachers are reluctant to use a cappella ensemble singing in the 
classroom and rehearsal hall, according to the responses of students and faculty directors. 
Tim related this reluctance to the fear of "disastrous outcome once the piano is taken 
away" but suggested that chorus students would rise to the task if a teacher gave them the 
challenge "without much criticism ... without nit picking every time they go sharp or flat." 
Two out of five graduates, Raymond and Gloria, revealed that they did not have their 
choruses sing without the aid of the piano in rehearsal, due to the fear of disastrous 
results related to intonation, and rhythmic synchronization. Raymond was a pianist and 
Gloria, a singer; both had engaged in traditional a cappella singing in college. In addition 
to her fear of the music "falling apart" if she took away the aid of the piano, Gloria also 
cited the extra demand on her already fragile singing voice as a reason for using the piano 
regularly in rehearsal. As a pianist, Raymond was within his comfort zone to use the 
keyboard as a teaching tool, and had not taken the risk to have his students try singing a 
cappella. In the weeks following the interview, Raymond contacted me to say that he had 
begun to take away the piano in rehearsal on the warm-up exercises and on selected 
passages in the repertoire, and with reasonable success at engaging his students in a 
cappella ensemble singing. 
Students, faculty directors, and graduates found that cultivating the ability to 
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comprehend the music that is in one's mind and the ability to sing that music accurately 
as essential in the developmental process for music majors, and non-majors alike. All 
three groups of interviewees also saw the exposure of instrumentally oriented music 
education students to choral ensembles that rehearse and perform a cappella music as a 
practical and developmental pursuit. Additionally, students and graduates found it 
important for all music education students to engage in both the traditional and 
contemporary genres of a cappella ensemble singing. 
Vocal technique. Students in the interviews and focus groups who engaged in 
contemporary a cappella ensemble singing drew distinction between that genre and 
traditional a cappella ensemble singing related to tone quality and musical expressivity. 
Students spoke of the brighter call-like tone production, which is characteristically 
associated with the belt voice and contemporary collegiate cappella, and the fuller 
resonance of traditional a cappella ensemble singing. Jenn described her use of"belting" 
with regard to singing in a contemporary group, which coincided with Saunders' (2013) 
explanation of the belt voice as a chest-register-dominant technique that is commonly 
associated with popular music styles. In this style, according to Saunders, singers often 
extend their speech ranges to accommodate notes that would be, in the classical genre, 
sung in a head-voice orientation. Other distinctions related to tone quality were 
mentioned previously in the section on genre, such as Anthony's comment that sounds 
used in contemporary collegiate a cappella were "not necessarily pretty." 
Emulation plays a significant role in the tone and expressivity of both traditional 
and contemporary a cappella ensemble singing, though it is manifested in very different 
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ways. In the traditional genre, a director may decide to emulate another group's 
dynamics, articulation, tone, etc. For example, Keggereis (1970) explained that early in 
his career, Williamson "copied repertoire, conducting technique, and choral tone from the 
St. Olaf choir" (1970, p. 323). This included the straight, vibrato-less tone that was 
preferred by director, F. Melius Christiansen, who had, according to Keggereis, possibly 
tried to capture the light, vibrato-less tone of the boys' voices that sang the treble parts in 
the Thomanerchor. Emulation is perhaps more obviously prevalent in contemporary 
performance style, and is an important element in its success. The lead singer, for 
example, often stylizes her/his rendering of the melody to capture the nuance of the 
original artist. Duchan (2007b) pointed out that it is originality that allows groups to 
surpass what had been done previously through" ... musical quotation, formal expansion, 
textural variation, the sharing of melodic material across voice parts, and a soloist's 
reinterpretation of a song's lead" (p. 491). Jake suggested that emulation helps singers 
come closer to the style of a particular song or artist: "Emulation of the vocal production 
of a well-known artist brings singers closer to the nuance of the style." 
Phase Two 
Phase one of the study was dedicated to addressing the first of the research 
questions, which stated: "In what ways is a cappella singing perceived to contribute to the 
musical development of college student musicians?" This part of the investigation 
examined the meanings that participants brought to the interviews and focus groups, and 
combined that understanding with my reflections of the observations to form a more 
complete picture of the role of a cappella ensemble singing on the development of 
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musical skills. Phase two continued to ask the question "What?" but did so by comparing 
the responses of students with those of directors, with regard to traditional and 
contemporary a cappella ensemble singing: The second research question asked: "Are 
there measureable differences in the perceived benefits of traditional and contemporary 
gemes of a cappella choral singing between undergraduate students and faculty 
directors?" At the center of this part of the investigation was the role that contemporary 
collegiate a cappella played in the development of musical skills - how this geme 
compared with traditional a cappella ensemble singing, according to the perceptions of 
students and faculty directors. 
Hearing, intonation, precision. The results of the survey revealed similarity 
between students and faculty directors in many areas. No measureable distinctions were 
found between these two groups related to the overall impact of a cappella ensemble 
singing on the development of musical skills, as both students and faculty directors 
acknowledged the developmental benefit of this mode of singing. When each of the 
musical skills was addressed individually, however, statistical differences were observed. 
For example, faculty directors found a cappella ensemble singing to have more positive 
impact on musical expressivity in both the traditional and contemporary gemes than did 
students. All other skills related to the broad theme "musical precision" were viewed 
relatively equally by students and faculty directors, in as much as no statistical 
differences were discovered between the two groups. Statistical differences were found 
within the student group, pertaining to traditional and contemporary a cappella ensemble 
singing, as respondents found the traditional geme to have more positive impact than 
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contemporary on intonation, sight singing, musical expressivity, and rhythmic precision. 
Despite statistical differences indicating that students favored traditional over 
contemporary a cappella ensemble singing in these areas, results here were offset by the 
fact that many ties were discovered in student responses between the two genres. These 
ties were indicative of similar attitudes among students in each phase of this investigation 
that placed equal emphasis on the developmental benefits of traditional and contemporary 
a cappella ensemble singing with regard to precision. No statistical differences were 
discovered between the two genres of a cappella ensemble singing within the faculty 
directors group regarding precision and hearing related skills, such as intonation, sight 
singing, musical expressivity, or rhythmic precision. 
Sources of undergraduate musical training. Survey responses indicated 
overwhelming support for traditional a cappella among faculty directors and students as a 
source ofundergraduate musical training. When compared with other sources of training, 
including instrumental lessons, instrumental ensemble playing, accompanied ensemble 
singing, applied vocal lessons, music theory class, and contemporary a cappella ensemble 
singing, faculty directors placed traditional a cappella ensemble singing at the top of the 
list. Students placed traditional a cappella ensemble singing second highest, among the 
same list of sources, second only vocal lessons. The enthusiasm given to traditional a 
cappella ensemble singing as a source for musical training coincided with the emphasis 
that interviewees in phase one had given to the contributions of this genre in the 
development of the musical and vocal skills of undergraduate music majors and non-
majors. Participants in that phase of the investigation were supportive of traditional a 
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cappella ensemble singing's reinforcement of individual lessons and of music theory 
class. Beth indicated that she was able to sing out more confidently in her voice lessons 
as a result of her improved intonation and rhythmic security. Carl suggested that he was 
better able to recognize intervals in his trombone lessons as a result of the challenges of 
singing a cappella ensemble music. Michael explained that he would regularly reinforce 
concepts related to music theory by asking questions of his choral students in rehearsal 
pertaining to interval recognition and aural awareness of harmonies. Mike found that his 
sight singing in chorus improved as a result of the harmonic knowledge that he learned in 
music theory class. Tang suggested that the experience of singing in a traditional a 
cappella ensemble afforded his students the opportunity to understand the "natural way" 
of producing sound, strengthening their aural awareness by establishing a relationship 
between their inner hearing and their voices. The main difference between the two phases 
of this investigation was that in phase one, faculty directors and especially students also 
emphasized the importance of contemporary a cappella ensemble singing as a source of 
undergraduate musical training, particularly for music education majors. 
Survey respondents did not hold contemporary a cappella ensemble singing in as 
high regard as the traditional genre, as a source for musical training. Students and faculty 
directors placed contemporary collegiate a cappella last on the above list of contributors 
to the development of musical skills. These responses were in contrast to the findings in 
phase one, where contemporary a cappella ensemble singing received a similar amount of 
enthusiasm as the traditional genre as a source for musical training, especially by students 
in the interviews and focus groups, but also by faculty directors. For example, Tania 
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found that many students in her traditional chorus, who also sang in contemporary a 
cappella ensembles, tended to have a secure sense of rhythmic synchronization with other 
individuals in the group. Margaret suggested that students who sang in contemporary 
collegiate a cappella tended to be higher functioning musically than the average college 
student musician of equal training and experience in only traditional ensemble singing. 
Students who sang in both gemes of a cappella ensemble also expressed this 
understanding. For example, Melissa explained the importance that her engagement in 
contemporary a cappella ensemble singing had on her musical development: "I am a 
stronger singer and musician for having done both traditional and contemporary a 
cappella." 
Vocal Technique and the ranking of skills. Students and faculty directors were 
asked to rank six vocal and musical skills, including intonation, tonal memory, sight 
singing, vocal range and flexibility, musical expressivity and rhythmic precision, in order 
from most to least positively impacted by engagement in a cappella ensemble singing. 
The ranking of these skills did not reveal any measureable differences between students 
and faculty directors, except pertaining to the development of vocal range and flexibility; 
however that difference pertained only to the part of the question related to engagement 
in contemporary a cappella ensemble singing. Student responses indicated a statistically 
higher ranking for the development of vocal range and flexibility through contemporary a 
cappella ensemble singing than did faculty responses to the same part of the question. 
Student responses in this area were consistent with the responses of phase-one student 
interviewees to questions regarding contemporary a cappella ensemble singing as a 
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contributor to vocal development. In phase one, for example, female students in the 
interviews and focus groups described their engagement in contemporary a cappella 
vocal ensembles as unique, in that these ensembles were the only venues that allowed 
them to sing into the lower register of their voices and to produce a "belt" tone. 
Predominant vocal register. Differences between the predominant registration of 
traditional and contemporary a cappella ensemble singing were considerable. For 
example, the predominant use of head register by sopranos in traditional a cappella 
singing was contrasted by the prevalence of mixed register in contemporary a cappella 
singing. Altos used mainly mixed register for both traditional and contemporary a 
cappella singing, according to student respondents. Faculty directors indicated that chest 
register played a more significant role for altos in contemporary genres. The responses of 
faculty directors coincided with female students in the interviews and focus groups, who 
spoke about the use of the belt tone in relation to contemporary collegiate a cappella. 
Student tenors who responded to the survey did not acknowledge a considerable 
difference in their approach to traditional and contemporary a cappella singing in terms 
of registration; however, the fact that there was only one response to the contemporary 
part of the question meant that a clear indication of a distinction between the registration 
used by tenors in traditional and contemporary genres was not possible. Faculty directors 
indicated that mixed register was an important aspect of tenors ' vocal production for both 
genres. Student basses were fairly consistent between traditional and contemporary a 
cappella, in their acknowledgement of the predominant use of mixed register for each. 
The responses of faculty directors were evenly divided on the topic of predominant 
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registration for basses, as half chose chest register and the other half concurred with the 
students on the use of mixed register. 
Ensemble experience, personal attributes. The level of challenge in a cappella 
ensemble singing was acknowledged by students and faculty directors, as each group 
found this mode of singing to be more challenging than accompanied ensemble singing. 
No measurable differences were found between the responses of the two groups of 
individuals in this area. Statistical differences were observed, however, within the student 
group between the traditional and contemporary genres of a cappella ensemble singing 
pertaining to level of challenge and student commitment. Students found traditional a 
cappella ensemble singing to be more challenging than its contemporary counterpart. 
Challenges that are experienced by students in a cappella ensemble singing 
contribute to the development of skills, when viewed through the constructivist lens and 
the principles of assimilation and accommodation. Twomey Fosnot and Perry (2005) 
suggested that when faced with contradiction, an adjustment of one's constructs related to 
past experiences and worldview takes place in an attempt to adapt to one's environment. 
By overcoming the musical and vocal challenges before them, students, over the course 
of time, develop the skills necessary to adapt to their surround. 
The notion that the challenges inherent to a Cappella ensemble singing may have 
led to development of skills was reinforced in phase one of the investigation within the 
context of several interviews. In that part of the investigation, students expressed their 
awareness that singing a cappella can be considerably more challenging than singing with 
accompaniment, and that these challenges help refine their aural skills. For example, 
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when asked if a cappella ensemble singing is more challenging than accompanied, Evan, 
a graduate of three years who was teaching music in a small private elementary and 
middle school responded: "Absolutely, struggles lead to more proficiency ... help to create 
a more in-depth understanding of the piece." 
Students and faculty directors indicated that students who sing in a cappella 
ensembles - whether traditional or contemporary - are somewhat more committed than 
those who sing in accompanied ensembles; additionally, student responses indicated that 
they had more commitment to their traditional a cappella ensembles than to those of the 
contemporary genre. That appeared to contradict the responses in phase one of the 
investigation, in which students spoke with conviction of their commitment to their 
contemporary a cappella ensembles. The autonomy that many students strived fervently 
to protect exemplified their commitment. Dan's comment, "I like that fact that we stand 
on our own, [as] it creates personal responsibility," represented the sentiment of many. It 
was also clear from the two focus groups comprised of the members of contemporary 
ensembles that these students were extremely committed to these ensembles. The lengthy 
and frequent rehearsals, the peer pressure to learn the music, the sense of pride in their 
accomplishments are all indicators of student commitment to contemporary ensembles. 
Statistical differences were found between the responses of students and faculty 
directors pertaining to the level of student interest in singing in both traditional and 
contemporary a cappella ensembles. Students indicated that they were more interested in 
both genres of a cappella ensemble singing than the responses of faculty directors had 
allowed. A statistical difference was also found within the student group between 
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contemporary and traditional a cappella ensemble singing. Student responses indicated a 
greater interest in singing in the contemporary genre than in the traditional, whereas 
faculty directors estimated that there were no differences in student interest between 
contemporary and traditional a cappella ensemble singing. 
Student perspectives on their level of interest and commitment to contemporary a 
cappella ensemble singing may have been linked to group dynamics. Involvement in 
popular music ensembles, specifically rock bands, has shaped the perceptions of 
individual members (Bennett, 1980). Bennett described the rock musician's identity as 
being based on the "spontaneous institution of the local musical group" that serves as an 
anchor between "individual aspiration and collective recognition" (p. 17). Given that the 
nature of the repertoire in contemporary collegiate a cappella is largely centered on rock 
and pop styles, the contemporary a cappella ensemble remains a place where individual 
aspiration and collective recognition are located. Duchan (2007a) observed that 
engagement in an a cappella group "can be a basis for one's identity on campus" and that 
through the rehearsal process, political positioning and musical and social presentations 
are negotiated (p. 304). These factors, according to Duchan, have an affect on group 
identity. The sense of belonging that individual members in this investigation got from 
engaging in a contemporary a cappella ensemble would have had considerable impact on 
her/his own musical identity, and consequently on their responses to questions regarding 
their interest and commitment to the group. 
Perceptions on the level of musical independence that students achieved through a 
cappella ensemble singing were not measurably different between students and faculty 
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directors. Both groups indicated that a cappella ensemble singing contributed to musical 
independence, providing students with the necessary skills to learn their music without 
having to rely on other members of the ensemble. Student responses did indicate a 
statistical difference between traditional and contemporary a cappella ensemble singing, 
as traditional was considered to have more positive impact on the development of 
musical independence than contemporary. 
The inclusion of independence in the discussion of musicality aligns with 
Lehmann and Davidson's (2006) description of acquired skills. According to the authors, 
human beings address problems in any domain by "applying roughly similar perceptual, 
cognitive, and psychomotor solutions" (p. 543). The application of these solutions, 
posited Lehmann and Davidson, may be transferred from one set of circumstances to 
another. For example, skills such as independence that might have been developed in 
music may be applied to other areas of an individual's life. Specifically, a student's 
reliance on her/his own skills, as developed through a cappella singing, may transfer, for 
example, to other life tasks, both in school and out in the world. 
Composing, arranging, improvising. The responses of students and faculty 
directors indicated no measurable differences between these two groups regarding the 
positive impact of a cappella ensemble singing on students' ability to compose, arrange 
and improvise. A noteworthy outcome of this part of the inquiry was found in the 
differences between the responses of students and faculty directors with regard to 
traditional and contemporary a cappella ensemble singing. Faculty directors indicated no 
difference between the two genres of a cappella ensemble singing in terms of the positive 
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impact of each on composing, arranging, and improvising. By contrast, students found 
engagement in contemporary a cappella ensemble singing to have had more positive 
impact on these three skills than did traditional a cappella ensemble singing. These results 
aligned with findings from phase one, where student interviewees described, with pride 
and a sense of accomplishment, their arrangements of popular songs for the 
contemporary groups in which they sang. These results also coincided with what Duchan 
(2007b) described regarding the nature of the emulation that exists in contemporary 
collegiate a cappella singing. Students in contemporary groups do more than simply copy 
existing renditions of popular songs. Rather, they interpret with creativity and self-
expression those aspects of the original artists' performance that will lead to a unique 
rendition of a given song. 
Inclusion of popular music in the curriculum. To some faculty directors, 
popular music remains disassociated from collegiate-level music education. This was the 
opinion of one faculty director who contacted me by email to say that he would not be 
participating in the survey, due to the fact that he had not been trained in popular music, 
and because he felt that popular music should not be part of collegiate-level music 
education. I should note that most of the faculty directors who responded to my initial 
invitation were overtly supportive of the research topic and eager to participate; however, 
this one response- which may have been representative of the attitudes of other faculty 
directors who did not respond to my invitation- indicated discomfort with participating 
in a survey that targeted the use of popular music in higher education. Despite the fact 
that music education students would benefit from training that prepares them to teach 
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popular music styles, the approach of individuals of this mindset is one that separates 
contemporary a cappella ensemble singing from any sort of interaction with the 
collegiate-level music curriculum. Perhaps this attitude is situated in the objective to 
"protect" students from the pollution of"bad music," which as Nettl (1995) explained, 
was the goal of some institutions of higher learning prior to the late 1980s (p. 83). 
The inclusion of popular music in the higher education curriculum represents, for 
some, a change in the known environment, which from a constructivist perspective 
creates a cognitive imbalance that eventually leads to growth. Individuals construct 
knowledge through their interaction with their environments through equilibration, the 
interchange of the principles assimilation and accommodation. Twomey Fosnot and Perry 
(2005) described assimilation as the tendency to view an object in accordance with one's 
own constructs related to past experiences and worldview in an attempt to understand that 
object and maintain stability within a given environment. In their discussion of the 
Piagetian concept of accommodation, Twomey Fosnot and Perry suggested that when 
faced with contradiction, an adjustment of these constructs takes place in an attempt to 
adapt to one's environment. In the Piagetian view, it is in the interplay of these two 
behaviors that cognitive development occurs. Restricting or prohibiting popular music 
education at the collegiate level may be viewed as lacking accommodation, and, by 
constructivist principles, thereby lacking an important part of the learning process. 
The propensity to limit or exclude the teaching of popular musics from the college 
music curriculum may be related to the populist/elitist dualism, as described by Gates 
(1993), which suggests that Americans place a higher level of value on European society 
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than on their own. Wicks' (1998) comment took the notion of elitism even further, as she 
described the "rigid 'classical-music-only orientation" that has prevailed in the musical 
offerings of colleges and universities in this country for a long period of time (p. 55). 
Nettl (1995) explained that music schools before the late 1980s actually sought to 
"protect" students from the pollution of "bad music" and appointed themselves as 
institutions of"good music," which is otherwise known as Western European art music 
(p. 83). Perhaps the reason for the disquiet among some faculty directors lay in a 
combination all three opinions. 
Concerns over the inclusion of popular music in this investigation did not appear 
to have affected responses to questions in the interviews in phase one, where four out of 
six students were engaged in both traditional and contemporary a cappella ensemble 
singing at the time of the interviews; these students eagerly described their experiences 
associated with engaging in each of the genres. Two out of five graduates had 
experienced both genres of a cappella ensemble singing while in college; the same two 
graduates were actively teaching both traditional and contemporary ensembles at the time 
of the interviews. The remaining three graduates and most faculty directors spoke of 
contemporary collegiate a cappella less frequently, but appeared genuinely supportive of 
student engagement in that genre of a cappella ensemble singing. The only discontent on 
the part of students, especially those in music education, was related to their apparent 
frustration with the lack of institutional support for the contemporary genre (described 
previously in this chapter), including financial, faculty resources, rehearsal facilities, and 
performance venue. 
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Training for music education students. Data from the survey questions that 
addressed the importance of engaging in a cappella ensemble singing for music education 
majors indicated a statistical difference between the responses of students and faculty 
directors. Students indicated that engaging in the contemporary genre of a cappella 
ensemble singing was of relatively equal importance for music education students as 
engaging in the traditional genre of a cappella ensemble singing. The nature of those 
responses coincided with the responses of student interviewees in music education, who 
spoke of the need for training in both traditional and contemporary a cappella ensemble 
singing in order to adequately prepare for current trends in music teaching. Faculty 
directors indicated that engaging in traditional a cappella ensemble singing was more 
important for music education students than engaging in contemporary a cappella 
ensemble singing. This represented a contrast from the responses of faculty directors in 
the interviews during phase one, where faculty directors seemed supportive of music 
education students' participation in contemporary a cappella ensemble singing; however, 
given the qualitative nature of these interviews, the value that individuals placed on each 
genre in the training of music education students was not tested during that phase of the 
investigation. It is possible that similar attitudes would have been present if testing of 
that sort had occurred. Perhaps the fact that almost half of faculty director survey 
respondents had been in their current position for more than twenty years, and that almost 
half had not studied vocal pedagogy for contemporary musical styles may have had an 
impact on responses to that part of the inquiry. Given that the contemporary a cappella 
boom began in the late 1980s, it is possible that many directors had not been exposed to 
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this genre during their years of musical training. 
Issues of collaboration -traditional, contemporary a cappella. The degree of 
support and the question of who has control over the administrative and pedagogical 
aspects of contemporary ensembles are important considerations for any collaborative 
engagement between a cappella groups and the colleges or universities with which they 
are associated. Collaboration between traditional and contemporary a cappella ensembles 
is possible, as exemplified by the site in phase one of this study, where a faculty 
facilitator/mentor had been provided by the university, and issues of budget, facilities, 
and performance venue had been addressed. Still, the differences between the genres 
related to formal and informal learning methods, and democracy in the operations of the 
group are issues that would need to be addressed, prior to undertaking a venture of that 
kind.8 
Exploration into formal, informal, and non-formal learning would lead to a better 
understanding of the learning methods that are inherent to traditional and contemporary a 
cappella singing. A non-formal approach to learning might be considered for the 
contemporary genre, where the pedagogy is preplanned, systematic and oriented toward 
an end goal, but without hierarchical ordering and standardized curricula that are 
associated with formal education (La Belle, 1982). Reexamining the traditionally 
conceived role of the director as teacher to one of facilitator would be necessary in a 
8 For more information on formal and informal learning, see Finney and Phillpott (20 1 0), 
Folkestad (2006), Soderman and Folkestad (2004), and Eraut (2000). For information on 
democracy in the learning environment, see Higgins (2012), Allsup (2007), and Greene 
(1995). 
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learning context that is either informal or non-formal in nature. Phillips (2004) described 
the authoritative teacher as having both student focus and control. Whereas Phillips' 
description was centered on maintaining an effective mode of discipline in the primary, 
and secondary school choral rehearsal, perhaps the notion of control has been extended 
by many in higher education to areas beyond discipline; becoming, instead, "controlling" 
and fixed within a "top-down" approach to teaching. In his discussion of facilitation 
within the context of community music, Higgins (2012) described two important 
principles associated with effective leadership: Finding a balance between "(1) being 
prepared and able to lead and (2) being prepared and able to hold back, thus enabling the 
group or individuals to discover the journey of musical invention for themselves" (p. 
148). That understanding aligned with Folkestad's (2006) notion that formal and informal 
learning are not exclusive of one another but rather, are places within a continuum. An 
operational learning environment, according to Folkestad, flows between the two within 
the course of developing a musical understanding or skill. 
The view of the instructor as facilitator aligns with the constructivist learning 
theory precept that knowledge is situated in the mind of the individual and is constructed 
by that individual over time through the interaction of current experiences with 
previously constructed understandings. Conceptual knowledge is not handed from teacher 
to student by words; however, "language enables the teacher to orient the student's 
conceptual construction by precluding certain pathways and making others more likely" 
(von Glasersfeld, 2005, p. 7). Regardless of whether this orientation is passed from the 
instructor to only one student or to an entire class, the meaning that is taken from an 
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experience is individual in nature. Ensemble directors who are cognizant of the individual 
nature of learning strike a balance, as Higgins (20 12) described, between being prepared 
to lead the way and willing to let the process unfold without intervention. 
Limitations/Delimitations 
This investigation studied the perceptions of students, faculty directors and recent 
graduates on benefits of a cappella singing in the development of musical and vocal skills 
in undergraduate students. Whereas recent graduates were included in the interviews of 
phase one, this group was not included in the survey. The reason for this was mainly 
logistical, as there was not a reasonable and consistent process for reaching out to 
graduates that were associated with the specific schools included in the sample. The 
prospect of asking directors to forward an alumni version of the survey to graduates that 
were presently teaching music was considered. However, this was determined to be too 
cumbersome in that it required extra steps for directors and would possibly have had a 
negative impact on the response rate. 
The response rate of faculty directors in phase two of this investigation was lower 
than had been anticipated . Of the 57 faculty directors that had been invited to participate 
in the survey, only 13 actually did participate. A possible reason for this could have been 
related to the timing of the survey , which came at a busy point in the semester. Another 
possible deterrent to participation by faculty directors was perhaps the inclusion of 
popular music on the survey questionnaire. Whereas one faculty director openly refused 
to participate as a result of the questions on popular singing styles, it is possible that more 
faculty directors felt apprehension toward a survey that included questions on popular 
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music, and that this may have been the reason some faculty directors chose not to 
respond. 
Some questions on the survey (mainly with faculty directors) were left 
incomplete. This might have been related to discomfort, on the part of faculty directors, 
in responding to questions pertaining to contemporary music. Despite the fact that anN/ A 
column had been provided, perhaps individuals simply skipped over the questions that 
they did not feel qualified to answer. There also may have been some confusion related to 
survey questions nine and ten, as the order of responses was different than that of other 
questions, which might have resulted in either mismarked responses or non-response. 
Responses to these questions ranged from most to least, instead of from least to most (see 
Appendixes T & U). The order was changed from the initial survey pilot (see Appendixes 
P & Q), as a result of feedback from responders who were uncomfortable with not 
assigning the number one to their first choice in the ranking of their music skills. In 
hindsight, and for the sake of consistency, I should have kept the rank order from least to 
most. 
The low response rate in the survey, and low completion rate among faculty 
directors may have affected the validity of phase two of the investigation. A more 
detailed description of this issue may be found in Chapter Three. Efforts were made to 
encourage participation in the survey, including "studying a problem of interest" to 
selected participants, and offering a questionnaire that would take "less than 15 minutes 
to complete" (Creswell, 2005, p. 368). Additionally, privacy-related assurances had been 
clearly explained in the initial email correspondence with faculty directors. 
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The geographic area of phase two of this investigation included the states that 
make up the Eastern Division of the American Choral Directors Association (ACDA), 
including Connecticut, Delaware, Maine, Maryland, Massachusetts, New Hampshire, 
New Jersey, New York, Pennsylvania, Rhode Island and Vermont. Whereas some college 
and university choral directors and students who participated in the survey may have also 
been members of this organization, no intended relationship existed between this research 
and the ACDA- its organization, or membership. This research did not investigate the 
perceptions of students and faculty directors on the topic of the benefits of a cappella 
ensemble singing in other parts of the country, and cannot be generalized to a larger 
population. 
Additional Research 
Exploration into the benefits of a cappella ensemble singing on the development 
of musical skills of undergraduates over a broader sample would indicate whether the 
perceptions that were revealed in this study are similar in other geographic areas of the 
United States. As the current sample has targeted the universities within the geographical 
region of the Eastern Division of the ACDA, a comparison should be made between 
schools that lie within this region and institutions from other regions of the same 
organization. Colleges and universities throughout the United States where contemporary 
a cappella is offered within the context of the music curriculum should be identified and 
studied. Where in the curriculum at these institutions is contemporary collegiate a 
cappella employed? What teaching/learning styles are implemented? Additional research 
is needed that measures the development of sight singing and ear training ski11s in music 
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majors and non-majors who are actively engaged in a cappella ensemble singing. These 
data should then be compared with measurements of students who are not engaged in a 
cappella ensemble singing. 
Exploration is needed into the potential of cappella ensemble singing in the 
development of undergraduate students in music education. Further inquiry into the 
perceptions of graduates would elucidate the impact of a cappella on the training of music 
teachers. The perceptions of graduates from colleges and universities with strong 
emphasis on a cappella ensemble singing should be compared with those from schools 
where a cappella was not a priority at the time that they were enrolled. Investigation into 
the impact of a cappella singing on the development of musical skills in junior high and 
high school students would give insight into the value of unaccompanied singing at the 
pre-college level. Training in vocal pedagogy for contemporary music styles should be 
examined regarding its impact on the development of music education students, current 
music teachers, and faculty directors. 
Implications 
The benefits of a cappella ensemble singing challenge those in higher education to 
examine current methods for training undergraduate music majors and non-majors , and to 
explore options that lead to more effective development of musical skills. Findings from 
this investigation suggest that the positive impact of engaging in traditional a cappella 
ensemble singing exceeds what is experienced in the sight singing and ear training 
sections of music theory class. As described in chapter five, averages from the responses 
of 59 students and 11 faculty directors have indicated that engaging in traditional a 
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cappella singing rated more highly than ear training and sight singing portion of music 
theory classes in developing fundamental musical skills. This includes skills such as 
intonation, tonal memory, sight singing, and rhythmic accuracy. In recognition of these 
findings, consideration should be given to an approach in the training of music majors 
(both vocal and instrumental) and non-majors that uses a combination of traditional a 
cappella ensemble singing and classroom teaching. 
Other implications of the current research suggest that contemporary a cappella 
ensemble singing offers music majors and non-majors an opportunity to develop musical 
and vocal skills within a familiar melodic and harmonic vocabulary of contemporary 
popular music. Constructivism holds as a defining principle the notion that individuals 
are shaped by their surround (Twomey Fosnot & Perry, 2005). Considerate of that 
principle, college music majors and non-majors who participate in contemporary a 
cappella ensemble singing have been shaped by their musical environments. Prior to their 
arrival at college, students have been exposed to varying degrees of traditional Western 
European music education. Some have engaged in contemporary a cappella ensemble 
singing taught by a professional music educator. To a greater degree, most of these 
students have developed an aural context based on their continuous exposure to various 
sub-genres of popular music. Included among the many sources of everyday musical 
experiences are: listening to music on electronic devices; watching television shows such 
as "Glee" or "The Sing Off;" music settings such as stores, offices; commercials, ads and 
jingles; corporate telephone systems; life cycle events, and social events. For these 
students, the Western European art music traditions that they may encounter upon 
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entering collegiate-level music curriculums represent a completely different paradigm 
from that which they have previously experienced. 
Students who experience only contemporary a cappella ensemble singing or 
traditional a cappella ensemble singing may construct very different understandings 
relative to learning and performing music than students who engage in both genres. 
Constructivist learning theory suggests that students construct their own conceptual 
understanding within a given environment (von Glasersfeld, 2005). Among the 
differences that students may encounter between the contemporary and traditional a 
cappella ensemble singing environments are a rote-versus-reading approach to music 
learning, and an understanding of musical expressivity that is centered on improvisation, 
as compared with an interpretation that is more literal. For example, a singer that is 
oriented toward popular music may be more inclined toward riffing- improvising 
melodic patterns within a song- whereas art music, with the exception perhaps of the 
highly-ornamented interpretation of music from the Baroque , would tend to be 
interpreted more closely to the notes that are written on the page. Singers acquainted with 
only popular styles might also possess a fundamentally different concept of tone quality 
and vocal diction than that which is expected in the performance of Western European art 
music. For example, the long [u] vowel sound in popular music is typically too shallow 
for use in art music, lacking the depth of resonance that is commonly associated with 
"classical" tone. 
Students are able to adapt to the seemingly disparate learning and performance 
traditions of contemporary and traditional a cappella ensemble singing. Formal and 
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informal learning may appear on the surface to be dichotomous in their relationship to 
each other; however, literature has suggested that the two are actually at "two poles of a 
continuum," where learning shifts back and forth from one to the other (Folkestad, 2006, 
p. 135). Despite the differences that exist between traditional and contemporary a 
cappella ensemble singing, the interaction of formal and informal learning, as described 
by Folkestad, suggests that both learning styles are found within the context of each 
genre of the a cappella ensemble. I discovered this to be the case in my observations of 
choral ensembles in phase one of the research, especially with the two contemporary 
collegiate a cappella ensembles. In the student-directed ensemble, the teaching shifted 
between the active role of the student leaders in playing individual parts on the piano or 
demonstrating vocal lines using her/his own voice to more of a struggle-through scenario 
where group members were responsible for negotiating there way through the music on 
their own and, in some instances, were also responsible for improvising either melodic or 
harmonic interest. The faculty-led contemporary ensemble also employed both formal 
and informal learning. The role of the faculty leader was one of coach and facilitator for 
much of the rehearsal, interjecting only as needed, and handing the responsibility over to 
the students for managing balance, blend, synchronized entrances and cutoffs. The more 
formal learning came during the rehearsal of a newer piece of music, where the faculty 
leader more actively taught notes and rhythms to the students by enlisting the services of 
the rehearsal pianist and by singing or speaking specific sections of the music for students 
to imitate. 
The interplay between formal and informal learning was also present in the 
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traditional ensembles that I observed, though the role of faculty directors was one of 
more responsibility and intervention than what I had observed in the contemporary 
context. The traditional ensembles that attempted to sing a cappella in the process of 
learning a piece of music stopped to correct pitches, rhythms, and pronunciation far more 
frequently than did the student-led, or even the faculty director-led contemporary 
ensembles. Additionally, the fact that these groups were conducted kept the responsibility 
of tempo, entrances and cutoffs, dynamics, and articulation squarely in the hands of the 
director. There was one director, however, who took a less active role in rehearsal 
process, encouraging more visual and aural communication between sections of the 
ensemble. In this scenario, corrections were made from the piano with regard to 
intonation and rhythmic precision, and through explanation and demonstration regarding 
issues of expressivity. The result was one of far less intervention in the rehearsal process, 
on the part of the faculty director, where the students assumed more responsibility for 
their own learning. 
The shift from formal to informal learning requires adaptation on the part of the 
students who experience this environment. As explained through the lens of 
constructivism, adaptation to one's environment occurs through the processes of 
assimilation and accommodation. (Twomey Fosnot & Perry, 2005) . From the 
phenomenological perspective of Merleau-Ponty (1976), our bodies adapt to the type of 
experiences that we encounter, which allows us as individuals to understand our everyday 
world. This suggests that the body's habitual response may provide a stabilizing effect 
that results in a degree of congruence between the formal and informal learning 
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environments that students encounter, regardless of whether they are experienced in the 
traditional or contemporary a cappella ensemble. Students' ability to adapt to their 
environment has been exemplified in this investigation by the fact that more than half of 
the music majors and non-majors who participated in this study were simultaneously 
involved in both contemporary and traditional a cappella singing. The implications of the 
construct of adaptation are such that contemporary and traditional a cappella ensemble 
singing can and do coexist as complementary learning environments for music majors 
and non-majors. Considerate of the fact that more than half of the students in this 
investigation engaged in both genres simultaneously, it is clear that these individuals 
placed value in each experience. Given that as Wicks (1998) explained, the stylistic 
orientation of higher education music curricula in the United States has been biased 
predominantly toward Western-European art music, the degree of value that is placed by 
colleges and universities on the role of contemporary a cappella ensemble singing in the 
development of the musical skills of undergraduate music majors and non-majors 
remains at question. 
The prospect of securing a more active role for contemporary collegiate a cappella 
within the undergraduate curriculum would present a number of challenges to choral 
directors in higher education. Understanding its stylistic and pedagogical distinctions 
from traditional a cappella ensemble singing would be important considerations for those 
who facilitate ensembles of this type. Among these distinctions are tone quality, which 
would extend beyond the parameters of bel canto toward an emulative, often 
instrumentally oriented vocal production that explores a more diverse palate of vocal 
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sounds; the predominance of rhythmic drive that is commonly associated with rock, and 
the manifestation of that drive through mouth percussion or beat boxing; and the 
importance of improvisatory "off the page" skills. Additionally, choral directors would be 
faced with the challenge of exploring pedagogical techniques associated with informal 
and non-formal learning, and to understand the role of teacher as facilitator in a 
cooperative learning environment with students that encourages student responsibility 
and self-direction. For many formally trained choral directors, adapting to the 
peculiarities of the contemporary genre would require study of contemporary vocal 
pedagogy, repertoire, and performance practices. Findings from the current investigation 
have indicated that few faculty directors (one in phase one, three in phase two) had 
studied pedagogical techniques in contemporary vocal music. If the lack of training in 
popular singing among the faculty directors in this research is indicative of a larger 
population, then the notion of embracing contemporary collegiate a cappella within the 
undergraduate music curriculum would require considerable preparation on the part of 
those who would be responsible for working with ensembles of this type. 
This investigation has established that both traditional and contemporary a 
cappella ensemble singing develop essential music skills. When asked to rate the 
importance of engaging in traditional a cappella ensemble singing and contemporary a 
cappella ensemble singing for vocally oriented music education majors, a clear majority 
of the 54 students who responded indicated that the two genres were equally important. 
Interestingly, five out of the seven faculty directors who responded to the question 
indicated that traditional a cappella ensemble singing was more important than 
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contemporary a cappella ensemble singing for vocally oriented music education majors. 
To best be prepared to teach future generations of kindergarten through twelfth-grade 
students, whose surround is increasingly established by continuous exposure to popular 
music, music education students would benefit greatly from being equally conversant in 
the methods and styles of learning of both traditional and contemporary a cappella 
ensemble singing. Therefore the training of music education students would be 
incomplete without a balanced exposure to the discrete considerations of traditional and 
contemporary a cappella ensemble singing. Examined within the context of the 
phenomenological lens through which this study was viewed, music education students 
require training that would prepare them to engage with the "world" of classroom music 
teaching actively, intentionally and directly. 
Institutional support for contemporary collegiate a cappella would need to be 
expanded in order to provide music education majors with the pedagogical tools 
necessary for teaching contemporary a cappella ensemble singing. Whereas the details of 
that support extend beyond the limits of this investigation, establishing an environment 
that encourages more opportunities for collaboration between traditional and 
contemporary a cappella ensembles could open the door to further investigation of this 
topic and lead to a fundamental understanding of the needs of each genre. At the root of 
the challenges that are associated with collaboration of this type lay awareness and 
accommodation for the differences between traditional and contemporary a cappella 
ensemble singing. If contemporary a cappella ensemble singing were to play a more 
active role in the training of music education majors, colleges and universities would 
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need to be mindful of its individual autonomy, respectful of its learning style, supportive 
of its performance traditions, and cognizant of the bridge that it represents between elitist 
and populist conventions. 
Conclusion: A Clearer Understanding of the Benefits of A Cappella 
Ensemble Singing 
The purpose of this study was to establish an understanding of the role that a 
cappella ensemble singing plays in the musical development of college student musicians 
based on the perspective of students, recent graduates currently teaching music 
(graduates), and faculty directors from four-year colleges and universities within the 
states that make up the Eastern Division of the American Choral Directors Association 
(ACDA), including Connecticut, Delaware, Maine, Maryland, Massachusetts, New 
Hampshire, New Jersey, New York, Pennsylvania, Rhode Island and Vermont. Seven 
broad themes emerged through the qualitative phase, which centered on drawing out 
participant attitudes with the intention of identifying the nature of perceived benefits of a 
cappella ensemble singing to undergraduates, which of these benefits were most 
positively impacted by engaging in a cappella ensemble singing, and which were 
uniquely due to the a cappella ensemble singing experience. Broad themes included 
"ensemble experience," "genre," "hearing," "personal attributes," "precision," 
"promotion and support," and "vocal technique." This part of the investigation consisted 
of 18 face-to-face, open-ended, semi-structured interviews with additional data drawn 
from five observations and three student focus-group interviews. 
A Web-based survey consisting of questions that were informed by the fmdings of 
the qualitative research constituted the second phase of the design. The objective of this 
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part of the study was to compare the perceptions of students and faculty directors on the 
benefits of a cappella ensemble singing in both the traditional and contemporary genres, 
and to do so over a larger geographic area. Non-parametric testing was used for 
measuring survey data in phase two, including the Mann-Whitney U Test to test ordinal 
data for statistical differences between groups and the Wilcoxon Signed Ranks Test to 
test for statistical differences within each group relative to traditional and contemporary a 
cappella ensemble singing. Test results indicated that many similarities existed between 
the responses of students and faculty directors pertaining to the benefits of a cappella 
ensemble singing on the musical and vocal development of undergraduate students. No 
statistical differences (p > . 05) were found between students and faculty directors in the 
following areas: intonation, tonal memory, sight singing, rhythmic precision, vocal range 
and flexibility,9 and stylistic interpretation. Statistical differences (p < .05) were found in 
between the responses of students and faculty directors in the following areas: the 
development of musical expressivity; the ranking of vocal range and flexibility in 
contemporary a cappella ensemble singing amidst other targeted musical skills, including 
intonation, tonal memory, sight singing, and rhythmic precision; interest; and in attitudes 
regarding the importance of contemporary a cappella ensemble singing for music 
education students. Student responses indicated that participating in traditional and 
contemporary a cappella ensembles were of relatively equal importance for music 
9 Responses specific to the question regarding whether or not vocal range and flexibility 
was positively impacted by a cappella ensemble singing were not indicative of a 
statistical difference between students and faculty directors in phase two; however, the 
question that asked respondents to rank the impact of this skill among several targeted 
skills did result in statistical differences between these groups. 
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education majors, whereas the responses of faculty directors indicated that more 
emphasis was placed on the value of the traditional genre than on contemporary a 
cappella ensemble singing for this particular group of students. 
Phase two also led to the discovery of statistical differences within each group of 
respondents pertaining to traditional and contemporary a cappella ensemble singing. The 
results of a Wilcoxon Signed Ranks Test indicated statistical differences in student 
responses between the traditional and contemporary genres (p < . 05) with regard to 
intonation, sight singing, musical expressivity, rhythmic precision, independence, level of 
challenge, and level of commitment. The same test applied to the responses of faculty 
directors indicated statistical differences (p < . 05) between the traditional and 
contemporary genres regarding the importance of engaging in contemporary cappella 
ensemble singing for music education majors. 
The qualitative and quantitative phases of this investigation produced different 
types of data that when considered in combination, have led to a greater understanding of 
the benefits of both traditional and contemporary a cappella ensemble singing in the 
development of the musical skills of undergraduate students. The responses of the 
participants in phase one and phase two of this research were viewed through a 
phenomenological and constructivist theoretical lens that examined the experiences of 
students who engaged in the ensemble learning environment. Each aspect of this 
theoretical lens considered the individual within the context of her/his surround, which 
included the musical and vocal tasks at hand, and the people with whom these tasks were 
shared. The phenomenological aspect of the theoretical lens was applied to the 
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perspectives of individual singers in the a cappella ensemble, and those who taught in this 
environment- each engaging with their world actively, intentionally and directly, and 
each interpreting her/his experience from a unique point of view. The constructivist point 
of view was employed to examine the element of adaptation that students encountered as 
a result of the challenges that are associated with a cappella singing. The theoretical lens 
through which this research has been viewed has added a perspective to this investigation 
that, in combination with the qualitative and quantitative findings, has contributed to a 
more complete understanding of the experiences encountered by individuals who sing in 
traditional and contemporary a cappella ensembles. 
The findings of this research as viewed through the constructivist aspect of the 
theoretical lens suggest that the growth that students achieved is connected to the 
additional challenges with which they faced when singing in an traditional or 
contemporary a cappella ensemble. This environment encourages students to rely on their 
own aural and music reading skills, and on coordinating with the other singers in the 
group, instead of with the piano or other accompanying instrument. That coordination 
includes rhythmic synchronization, intonation, balance, and blend. For example, Evan 
captured the essence of the result of the challenges that are associated with a cappella 
ensemble singing in his comment, "Struggles lead to more proficiency .. . help to create a 
more in-depth understanding of the piece." The notion of challenges leading to 
proficiency, of which Evan spoke, aligns with the constructivist principle of 
accommodation, where an individual struggles to adapt to her/his environment when 
faced with difficulty that goes beyond the range of understanding that she/he brings to a 
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given situation. 
The phenomenological aspect of the theoretical lens has provided a view of the 
findings from this investigation that is similar to the constructivist perspective, in terms 
of the individual engaging with her/his world. Heidegger (1926) described the shift that 
occurs in an individual from her/his average everydayness or "readiness-to-hand" 
(zuhandenheit), where she/he is operating well within the range of her/his expectations, to 
"presence-at-hand" (vorhandenheit), where the individual encounters some aspect ofthe 
experience that focuses her/his attention on that particular task (p. 105) [H. 74]. Findings 
suggest that, for the student in the a cappella ensemble, awareness of the task at hand 
occurs relative to tuning and synchronizing with other members in the group. For 
example, Mike described the level of awareness that he experienced in his contemporary 
a cappella ensemble: "You are using more of your brain, always focused on pitches, 
intonation, tonality, functions of each pitch, expression." According to Anthony, 
"Everyone needs to synchronize to the other parts ... this is more difficult in a cappella 
because of the distraction associated with fmding the pitches." Each aspect of the 
theoretical lens, through which this investigation has been viewed, has provided a means 
of examining the topic of contemporary a cappella ensemble singing within the context of 
higher education. Despite the limited amount of scholarly writing on the educational 
value of contemporary a cappella ensembles, finding similarity in the experiences of 
individuals who engage in each genre of a cappella ensemble singing, as viewed through 
a constructivist and phenomenological theoretical lens, has illuminated the value of 
contemporary collegiate a cappella as a means of developing skills. 
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The findings of this investigation indicate that both traditional and contemporary 
a cappella ensemble singing contribute to the development of musical and vocal skills in 
undergraduate students. Statistical differences between the responses of students and 
faculty directors pertaining to the importance of contemporary a cappella ensemble 
singing for music education majors suggest that perhaps the value ofthis genre is not 
held by faculty directors in as high regard as the traditional genre in the preparation of 
music teachers. These findings reveal the need for renewed conversation regarding the 
role of popular musics in the collegiate music curriculum, and the place of contemporary 
a cappella ensemble singing within that context. In creating an environment of music 
teaching and learning that is situated firmly on the foundation of our Western European 
traditions, but that also embraces our popular music heritage, the task is incumbent upon 
us as music educators to establish a viable and holistic music curriculum at the collegiate 
level - one that acknowledges all contributors to our current musical environment, and 
considers the role of music education for future generations. 
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Appendices 
Appendix A: Initial Interview Protocol - Faculty Directors 
1. What is your philosophy on the use of a cappella singing in your ensembles? 
2. Does a cappella singing have anything to do with musical skills such as tonal 
memory, sight singing, vocal range and flexibility, musical expression, rhythm? 
Please explain. 
3. Do you feel that your students' involvement in cappella singing has affected their 
musical development in any way? Please explain. 
a. If"yes," which ofthese skills on the list (see Appendix D) have benefited 
the most from a cappella singing? 
4. Do you fmd that singing a cappella music is more challenging or less challenging 
than singing music that is accompanied by piano or other instruments? Please 
explain. 
a. If"yes," does the level of challenge have any effect on your students' 
musical skills? 
5. Has using a cappella singing in your ensembles taught your students anything 
about various styles in music? Please explain. 
6. "To what extent is engagement in a cappella necessary for music education 
students' preparation as teachers?" 
7. In an ideal learning environment, what role would a cappella singing play in your 
ensembles? 
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Appendix B: Initial Interview Protocol- Students 
1. Tell me about a cappella singing. 
2. Does a cappella singing have anything to do with musical skills such as tonal 
memory, sight singing, vocal range and flexibility, musical expression, rhythm? 
Please explain. 
3. Do you feel that your involvement in cappella singing has affected your musical 
development in any way? Please explain. 
a. If"yes," which ofthese skills on the list (see Appendix D) have benefited 
the most from a cappella singing? 
4. Do you fmd that singing a cappella music is more challenging or less challenging 
than singing music that is accompanied by piano or other instruments? Please 
explain. 
b. If "yes," does the level of challenge have any effect on your musical 
skills? 
5. Has your involvement in a cappella singing taught you anything about various 
styles in music? Please explain. 
6. "To what extent is engagement in a cappella necessary for music education 
students' preparation as teachers?" 
7. If you were the choir director, what role would a cappella singing play in your 
program? 
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Appendix C: Initial Interview Protocol- Recent Graduates 
1. Tell me about a cappella singing. 
2. Do you use a cappella singing in your teaching? If yes, please explain. If no, why 
not? 
3. Does a cappella singing have anything to do with musical skills such as tonal 
memory, sight singing, vocal range and flexibility, musical expression, rhythm? 
Please explain. 
4. Do you feel that your involvement in cappella singing has affected your musical 
development in any way? Please explain. 
a. If "yes," which of these skills on the list (see Appendix D) have benefited 
most from a cappella singing? Please explain. 
b. If"yes," do you feel that your students' involvement in cappella singing 
has affected their musical development in any way? Please explain. 
5. Do you fmd that singing a cappella music is more challenging or less challenging 
than singing music that is accompanied by piano or other instruments? Please 
explain. 
a. If "yes," has the level of challenge had any effect on your musical skills? 
Please explain. 
6. Has your involvement in a cappella singing taught you anything about various 
styles in music? Please explain. 
7. "To what extent is engagement in a cappella necessary for music education 
students' preparation as teachers?" 
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8. In an ideal learning environment, what role would a cappella singing play in your 
ensembles? 
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Appendix D: Targeted Musical Skills (For discussion) 
Intonation 
Tonal Memory 
Sight-singing 
Vocal range and flexibility 
Musical Expressivity 
Rhythmic Precision 
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Appendix E: Amended Student Interview Protocol 
Background 
1. Name 
2. Date oflnterview 
3. Group Designation (Student, Faculty, Recent Graduate) 
4. Start Time: End Time: 
5. Institution of Affiliation 
6. Undergraduate Degree 
7. Tell me about you experiences in a cappella singing. 
8. What styles of a cappella have you sung? 
9. Has your interest in a cappella ensemble singing changed or stayed the same 
during the course of your involvement as an undergraduate? 
a. If your interest has changed, has it increased or decreased? 
Use of A Cappella 
10. Is a cappella singing used in choral warm-up and training exercises? If yes, for 
what reason? 
11. Is the piano used in learning a cappella music? If yes, please describe. 
12. Is a cappella used in learning and rehearsing music that is intended to be 
performed with accompaniment? If yes, for what purpose? 
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Impact on Skill Development 
13. Do you feel that your involvement in cappella singing has affected your musical 
development in any way? Please explain. 
14. Has a cappella singing had an impact on the development of your musical skills in 
the following areas: tonal memory, sight singing, vocal range and flexibility, 
musical expression, rhythm? Please explain. 
a. If ''yes," which of these skills have benefited the most from a cappella 
singing? 
15. Do you fmd that singing a cappella music is more challenging or less challenging 
than singing music that is accompanied by piano or other instruments? Please 
explain. 
c. If "yes," does the level of challenge have any effect on your musical 
skills? 
16. Does singing a cappella in an ensemble reinforce what you have learned in your 
individual lessons? 
17. Does singing a cappella in an ensemble reinforce what you have learned in the ear 
training part of music theory? 
18. Has your involvement in a cappella singing taught you anything about various 
styles of music? Please explain. 
19. To what extent is engagement in a cappella necessary for music education 
students' preparation as teachers? 
318 
20. Should a cappella be experienced both by both instrumental and vocal students 
that intend to become music teachers? 
Ideal A Cappella Environment 
21. In an ideal environment, what role would a cappella play in the ensembles in 
which you sing? 
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Appendix F: Amended Graduate Interview Protocol 
Music Background 
1. Name 
2. Date of Interview 
3. Group Designation (Student, Faculty, Recent Graduate) 
4. Start Time: End Time: 
5. Institution of Affiliation 
6. Undergraduate Degree 
7. Tell me about your experiences in a cappella singing while in college. 
8. What styles of a cappella have you sung? 
9. Did your interest in a cappella ensemble singing change or stay the same during 
the course of your undergraduate studies? If your interest changed, did it increase 
or decrease? 
Use of A Cappella 
10. Do you use a cappella singing in your teaching? Please explain. 
11. Was a cappella singing used in choral warm-up and training exercises while you 
were in college? If yes, for what reasons? 
12. Was the piano used in learning a cappella music? If yes, please describe. 
13. Was a cappella used in learning and rehearsing music that was intended to be 
performed with accompaniment? If yes, for what purpose? 
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Impact on Skill Development 
14. Do you feel that your involvement in cappella singing has affected your musical 
development in any way? Please explain. 
15. Has a cappella singing had an impact on the development of your/your students' 
musical skills in the following areas: tonal memory, sight singing, vocal range 
and flexibility, musical expression, rhythm? Please explain. 
a. If "yes," which of these skills have benefited most from a cappella 
singing? Please explain. 
16. Did singing a cappella in an ensemble reinforce what you have learned in your 
individual lessons? Please explain. 
17. Did singing a cappella in an ensemble reinforce what you have learned in the ear 
training part of music theory? Please explain. 
18. Do you find that singing a cappella music is more challenging or less challenging 
than singing music that is accompanied by piano or other instruments? Please 
explain. 
a. If ''yes," has the level of challenge had any effect on your musical skills? 
Please explain. 
19. Has your involvement in a cappella singing taught you anything about various 
styles in music? Please explain. 
20. To what extent is engagement in a cappella necessary for music education 
students' preparation as teachers? 
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21. Should a cappella be experienced both by instrumental and vocal students that 
intend to become music teachers? 
Ideal A Cappella Environment 
22. In an ideal learning environment, what role would a cappella singing play in the 
ensembles in which you sing and those that you teach? 
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Appendix G: Amended Faculty Interview Protocol 
Background 
1. Name 
2. Date of Interview 
3. Group Designation (Student, Faculty, Recent Graduate) 
4. Start Time: End Time: 
5. Institution of Affiliation 
6. Undergraduate Teaching Responsibilities 
7. Teaching Context for A Cappella Singing 
8. What styles of a cappella have you taught? 
Use of A Cappella 
9. What is your philosophy on the use of a cappella singing in your ensembles? 
a. Are there considerations that go beyond the notes and rhythm? 
10. Is a cappella singing used in choral warm-up and training exercises? 
11. Is the piano used in learning a cappella music? If yes, please describe. 
12. Is a cappella used in learning and rehearsing music that will eventually be 
performed with accompaniment? If yes, for what purpose? 
Impact on Skill Development 
13. Do you feel that your students' involvement in cappella singing has affected their 
musical development in any way? Please explain. 
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14. Has a cappella singing had any impact on the following musical skills in your 
students: tonal memory, sight singing, vocal range and flexibility, musical 
expression, rhythm? Please explain. 
a. If"yes," which ofthese skills on the list (see Appendix D) have benefited 
the most from a cappella singing? 
15. Do you fmd that singing a cappella music is more challenging or less challenging 
than singing music that is accompanied by piano or other instruments? Please 
explain. 
a. If "yes," does the level of challenge have any effect on your students' 
musical skills? 
16. Has using a cappella singing in your ensembles taught your students anything 
about various styles in music? Please explain. 
1 7. To what extent is engagement in a cappella necessary for music education 
students' preparation as teachers? 
18. Should a cappella be experienced both by instrumental and vocal students that 
intend to become music teachers? 
Ideal A Cappella Environment 
19. In an ideal learning environment, what role would a cappella singing play in your 
ensembles? 
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Appendix H: Participant Information - Interviews 
Dissertation Research 
Donald St. Jean 
Project Title 
Perspectives on A Cappella: A mixed methods portrait of the benefits of unaccompanied 
singing on the development of the musical skills of undergraduate students 
Interview 
Participant Information 
You are being requested to participate in a research study. The purpose of the study 
is to learn more about the perceived benefits of a cappella singing on the musical skills of 
undergraduate students. Participation in the survey will lead to a better understanding of 
your perception, and that of your students, relevant to the topic of a cappella singing. 
That understanding will add to the existing body of knowledge of choral directing and 
may eventually serve to advance techniques in teaching choral music at the college level. 
The Principal Investigator, Donald St. Jean, is a Doctoral student at Boston University 
and the project is being completed for his dissertation research. 
Your participation in this research is purely voluntary. In volunteering for this 
study, you are agreeing to participate in an interview. The interview will consist of 
questions on your experience in group singing and your attitudes toward a cappella 
singing. The interview will last approximately 45 minutes in length and will be audio 
recorded. You may refuse to answer any question and may stop the inquiry at any time. 
Should you discontinue participation, you can request that all data previously collected be 
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destroyed . There are no known risks associated with participation in the study. All 
participants in this study must be at least 18 years of age . 
Every effort will be made to protect your anonymity. Written reports will not 
contain any identifiable information. Quotations from the interviews will be used 
discreetly so that they are not traceable back to you as an individual. Electronic data will 
be stored on an external hard drive. Paper documents will be kept in locked files. Both 
will be accessible only to the principle researcher and his advisor. Once the interview 
data has been transcribed and the transcription verified with the individual for accuracy 
through the process of member checking, your identifying information will be deleted 
from the file. Audio recordings of the interviews will be transcribed within two weeks. 
Audio files will be kept for a period of six months and will then be erased. Following the 
study, all electronic files that contain raw data collected from individuals in the course of 
the interviews will be deleted, and all paper files containing similar information will be 
shredded. 
If you have questions regarding this research, either now or at any time in the 
future, please feel free to ask them. The Principal Investigator- Donald St. Jean at 401-
822-1732 or at stjeand@bu.edu would be happy to answer any questions you may have. 
Questions may also be addressed to the faculty advisor- Richard Bunbury at 
rbunburry@bu.edu. You may obtain further information about your rights as a research 
participant by calling the BU CRC IRB Office at 617-358-6115. 
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Appendix 1: Participant Information - Focus Groups 
Dissertation Research 
Donald St. Jean 
Project Title 
Perspectives on A Cappella: A mixed methods portrait of the benefits of unaccompanied 
singing on the development of the musical skills of undergraduate students 
Focus Group 
Participant Information 
You are being requested to participate in a research study. The purpose of the study 
is to learn more about the perceived benefits of a cappella singing on the musical skills of 
undergraduate students. Your participation in this study will lead to a better 
understanding of your perception relevant to the topic of a cappella singing. That 
understanding will add to the existing body of knowledge of choral directing and may 
eventually serve to advance techniques in teaching choral music at the college level. The 
Principal Investigator, Donald St. Jean, is a Doctoral student at Boston University and the 
project is being completed for his dissertation research. 
Your participation in this research is purely voluntary. In volunteering for this 
study, you are agreeing to participate in a focus group interview. The interview will 
consist of questions given in a small group setting that focus on your experience in and 
attitudes toward a cappella singing. The session will last approximately 45 minutes in 
length and will be audio recorded. You may refuse to answer any question and may leave 
the focus group at any time. Should you discontinue participation, you can request that 
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your contributions to the discussion made up to that point be eliminated from the 
interview transcript. There are no known risks associated with participation in the study. 
All participants must be at least 18 years of age. 
Given the group nature of this type of research, confidentiality is limited. There 
are no effective means of preventing other members of the group from discussing your 
contributions to the interview outside of the focus group setting. Every effort will be 
made to protect your anonymity in written materials. Identifiable information will be 
eliminated from the interview transcript and written reports that discuss the content of the 
focus group. Quotations from individuals in the focus group will be used discreetly so 
that they are not traceable back to you as an individual. Electronic data will be stored on 
an external hard drive. Paper documents will be kept in locked files. Both will be 
accessible only to the principle researcher and his advisor. Once the interview data has 
been transcribed, your identifying information will be deleted from the file. The audio 
recording of the focus group will be transcribed within two weeks. Audio files will be 
kept for a period of six months, in order to check the accuracy of quotations, and will 
then be erased. Following the study, all electronic files that contain raw data collected 
from individuals in the course of the focus group interview will be deleted, and all paper 
files containing similar information will be shredded. 
If you have questions regarding this research, either now or at any time in the 
future, please feel free to ask them. The Principal Investigator- Donald St. Jean at 401-
822-1732 or at stjeand@bu.edu would be happy to answer any questions you may have. 
Questions may also be addressed to the faculty advisor- Richard Bun bury at 
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rbunburry@bu.edu. You may obtain further information about your rights as a research 
participant by calling the BU CRC IRB Office at 617-358-6115. 
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Appendix J: Observation Field Guide 
1. What was the percentage of readers/non readers? 
2. What was the percentage of music majors? 
3. Was a cappella used in warm up and choir training exercises? 
4. Did the group rely on the use of the piano when learning music? 
5. Was a cappella used when rehearsing music that had accompaniment? 
6. What styles, genres of a cappella repertoire were sung? 
7. Were balance and blend emphasized? 
8. Were dynamics emphasized? 
9. Was musical expression and articulation emphasized? 
10. Describe the conductor's rapport with group members. 
11. Were there any other considerations that were unique to this ensemble? 
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Appendix K: In Vivo Codes from Interviews - Color-Coded 
Yellow - Intonation, Ear Training, Internal Hearing 
"A cappella is about pitch recognition." "Intonation has benefited from unaccompanied 
practice." "Singing a cappella encourages context." "It is primarily used [in warm-ups] 
for tuning- [to] listen for where the next note is, not slide around" "Everyone tunes to 
each other." "[A cappella] helps with pitch, blending, ear training." "[A cappella in 
rehearsal] creates a mindset of listening to the other parts and your connection to the 
group." "It helps you internalize the music ... more effectively than with the piano." "You 
begin to listen- hearing the pitch in your head- audiation." "A cappella singing 
encourages a more perfect intonation process that involves tuning to those aroi.md you 
rather than to another instrument." "Students internalize and become better listeners-
tune to one another," "A cappella forces them (students) to listen." "It develops your 
musical ear." "You hear the parts clearer." "Your listening becomes more acute," "If you 
tune to the piano, you won't be in tune." "It encourages unique intonation- development 
of the inner ear." "Singing is proof of audiation." "Singing is audiating." "We try to 
center the note." "Finding the vibration contributes to settling the pitch, no oversinging, 
no competition." 
Pink- Engagement in A Cappella of Instrumental and Vocal Teachers in Training 
"Regardless of what your instrument is, you have to be able to sing what you're playing 
to understand the audiation that is involved in hearing it." "It is essential for any teacher 
to be able to sing a cappella in tune." "In practicum, students are required to teach using 
only their own voice- without accompaniment." "The band students [in Practicum] are 
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not able to sing in tune- are drifting in and out of tonalities." "[College A] requires 
students to perform in an ensemble outside of their instrument." "Singing is proof of 
audiation." "Singing is audiating." 
Blue- Contemporary A Cappella's place in the Music Curriculum 
"I would like [contemporary] a cappella to be more centralized - recognized by the 
university, with an official standing, it's own building." "[I] would like it to maintain its 
uniqueness- a student-run, a cappella government." 
Bright Green- Motivation, Responsibility 
"[A cappella] fosters independence, ownership." "It teaches students how to be 
accountable- their role and importance in the group." "It encourages students to take 
necessary risks." "A cappella would also contribute to a more student-based learning 
environment, teaching students how to be more independent." It encourages self-reliance, 
responsibility, confidence, drive, and motivation." "It solidifies parts, and gives 
confidence to sing out.'~ "The notes are learned correctly." "You perform at a higher 
level,." "[A cappella] leads to learning and proficiency." "I became my own musical 
unit." "I achieved a higher level of confidence." "Individuals are what make the group 
happen." "[A cappella is the most independent form of music making." "Students carry 
the weight of their part and understanding of the harmonic language," "It gives you an 
awareness of own skills- helps you learn parts." 
Purple- Piano-related Issues 
[There is] piano reliant and piano dependent." "You should not be led by the piano," 
"Sometimes it is used to check parts." "Singing with the piano allows you to go along 
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with the rhythm without giving it conscious thought- mimicking." "It is easier to do this 
when you don't have one ear on the piano," "Piano being a percussive instrument should 
be independent of the vocal expression that is unique to the voice." "We shouldn't tune to 
the piano but tune to one another in the ensemble while listening for the natural vibrato 
and timbre of the voice." "Use of the piano helps you sing more expressively when 
learning a piece, as a result of the piano taking off some of the responsibility from the 
singers -less distracting." "The piano cannot crescendo [swell] ... you get this through a 
cappella singing." "The piano can shape, however, and encourage students to mimick. 
Take it away and will the group continue to shape?" 
Dark Teal- The Ensemble Experience 
"My interest has grown due to the level of proficiency of the other singers." "[I] love the 
thrill of it [contemporary a cappella]." "[I have] no preference [between a cappella and 
accompanied]" "once it is mastered, it is a sign of accomplishment." "[I got] more 
involved as time went on." "Everyone tunes to each other." "You feel a connection to the 
group- an ensemble experience." "It's like conforming to a collective rhythmic drive." 
"Experiences in the groups contributed to the speed in ear-training class." "[A cappella] 
challenges students to hold on to their own part." " [I] rely on other people," "There are 
challenges to the small group experience - playing off of one another." "Students need to 
know how to work in teams- their role and importance in the group." "Limited 
accompanist time helps to develop ensemble experience." "There is a human response to 
the voice." "Students are encouraged to sing in such a way that they hear the singer on 
either side ofthem." "The psychological anticipation ofthe difficult areas of the range 
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are lessened by ensemble singing." "Singing a cappella teaches students the choral 
instrument." "Internalizing rhythm is easier within a group." "Intonation is based on the 
interconnection of the members of the group." "You need to hear the harmony as a means 
of working as a group." 
Light Gray- rhythm 
"Everyone needs to synchronize to the other parts -this is more difficult in a cappella 
because of the distraction associated with finding the pitches." "You are conforming to a 
collective rhythmic drive." "Singing with the piano allows you to go along with the 
rhythm without giving it conscious thought- mimicking." "In a cappella, you explore 
rhythm by alternative means- coordination." "Students find an internal drive that propels 
the piece." "Coordination of individuals within an ensemble is the goal." "A cappella 
singing develops intonation and rhythm most." "Without the piano, the vocal parts 
contain more of the drive." 
Dark Gray- tonal memory 
"Cognition is increased when singing without the aid of the piano." "Tonal memory 
brings a depth to a cappella singing." "A cappella is not the only way to tonal memory." 
"With instrumentalists, muscle memory is often associated with pitches." 
Dark Green - musical expression 
"Emulation of the vocal production of a well-known artist brings singers closer to the 
nuance of the style." "Through a cappella repertoire, students learn the use of language, 
articulation, phrasing that is appropriate for each style." "The students that do 
Contemporary a cappella have high music aptitude." "All contrast depends on the 
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singer." "Use of the piano helps you sing more expressively when learning a piece, as a 
result of the piano taking off some of the responsibility from the singers - less 
distracting." "The piano cannot crescendo [swell] .. . you get this through a cappella 
singing." "My perspective grew through various styles- experimented with the range of 
vocal timbres." 
Olive Green- vocal range and flexibility 
"[A cappella] helps with pitch, blending, ear training." "tone," "range," "blend," "[A 
cappella] completes the cycle from hearing to singing." "There is a human response to 
voice." "Not all members have flexible ranges." ((Finding the vibration contributes to 
settling the pitch." "We shouldn't tune to the piano but tune to one another in the 
ensemble while listening for the natural vibrato and timbre of the voice." "[There is] a 
range of possibilities of vocal timbres." "Emulation of the vocal production of a well-
known artist brings singers closer to the nuance of the style." "In a cappella, it's easier 
for student to understand about tone color and vocal nuance." "Vocal range and 
flexibility happens in a passive way in traditional music, both a cappella and 
accompanied, but happens more as a result of the repertoire in contemporary a cappella." 
"Vocal range and flexibility changes between solo and ensemble singing." "Finding the 
vibration contributes to settling the pitch- [there is] no over-singing, no competition." 
Vocal range and flexibility- not so much because the range isn't as great." "Since getting 
into the [contemporary a cappella] group, I've developed a wider range." 
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Red - sight singing 
"(A cappella] used for encouraging sight singing ability in students e.g., chorus director's 
use of a cappella hymns at the beginning of rehearsal as a training tool to improve sight 
singing ability of students." "We use the Jerry Jordan system of syllables for sight 
singing," "(A cappella] requires knowing what interval to sing," "[When] the eight 
students in the a cappella group went back to chorus, they were the leaders of their 
sections." "A cappella allows students to feel proud of their accomplishments in reading 
music." "A cappella music is the best thing for your ear. You have to find the note 
yourself and make sure that you're in tune and in tune with the people around you." 
"Looking at the music without being led by the piano encourages students to take the 
necessary risks to produce the sound." "The feeding of pitches is detrimental to the 
learning process." 
336 
Appendix L: Researcher Interpreted Codes- Focus Groups 
Proficiency 
• Hearing 
o Intonation, ear training, internal hearing, pitch recognition, tuning, 
audiation, internalizing, intervals, acute listening, listening mindset, 
• Rhythm 
o synchronizing to other parts, voiced percussion, vocables make rhythm 
difficult 
• Sight Singing 
o Intervals awareness, sight singing not as crucial in contemporary a 
cappella as in traditional 
• Tonal Memory 
o Reliance on tonal memory in contemporary much more than in traditional, 
impact on intonation, incomplete written arrangements impact on memory, 
• Musical expressivity 
o Importance of communication with audience, opportunities to learn 
contemporary interpretation, opportunity for expression in a contemporary 
context 
• Vocal Range and Flexibility 
o Tone quality differences in vowel shaping from tall to spread, expansion 
of range, resonance, registration - belt voice, reinforcement of concepts 
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and methods from individual lessons, impact of contemporary a cappella 
on classical voice, parts crossover 
• Arranging and Improvising 
o Opportunities in contemporary arranging, individual stylistic range 
• Learning Modes 
o Auditory v. visual, rote learning, positive impact on intonation 
Vocal/instrumental teachers in training 
• Importance of music education majors to work through musical challenges, useful 
for teacher to have engagement in a cappella and accompanied singing, 
importance for instrumentalists in audiating the part. 
Contemporary A Cappella 
• Importance of knowing both contemporary and traditional styles of a cappella for 
choral directors, feeling of isolation from curriculum and faculty support, broad 
appeal to general public, promotional tool, interest generating, challenges as 
opportunities for individual growth 
Motivation and responsibility 
• Student accountability, individual responsibility, autonomy, challenges as 
opportunities for individual growth 
Piano-related issues 
• No piano to establish as a base level of proficiency 
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Group experience 
• Connection between members, focus on other parts, reliance on other members of 
the group 
339 
Appendix M: In Vivo Codes from Focus Groups- Color-coded 
Yell ow - Intonation, Ear Training, Internal Hearing 
"I'm not a great sight reader but [contemporary a cappella] has helped with my pitch." "I 
could sight read very well but I hadn't sung a cappella before. That was a totally different 
way of learning. I hadn't used my ear before [in that way]." "A cappella has helped 
develop my ear." "I could sight read but singing a cappella has improved my intonation 
and helped me to become a more auditory learner." "A cappella makes you a stronger 
singer in general- you have to hold on to your part." "With only a few singers, it forces 
you to listen more and to rely on each other." "Historically, intonation has been a really 
big part of a cappella singing- for example, Barbershop." "Sight singing and rhythm 
have been the main focus for me." "Every individual is challenged by different skills." 
"[More challenging] because all parts must be equally strong; the accompaniment cannot 
fill in the weaker parts." "Singing is the first step to being able to audiate." 
Pink- Engagement in A Cappella of Instrumental and Vocal Teachers in Training 
"It is useful for teachers to have done both [a cappella and accompanied] they 
compliment one another and teachers can play on the different learning styles associated 
with each." It is important for a teacher to know how to use a cappella to train choral 
singers, and to use the piano to train a cappella singers." "I don't think that any music 
teacher can just do [contemporary] a cappella without training and experience in singing 
it." "As an instrumentalist, you wouldn't need to have the best vocal technique to be able 
to learn to audiate your part and to sing in tune. This will develop your ability to play 
your instrument better by sharpening your skills.' 
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Blue- Contemporary A Cappella's place in the Music Curriculum 
"It is important for choral directors to know both traditional and contemporary styles." 
"There is no funding for contemporary a cappella - it is not part of the formal music 
offerings." "More visibility would lead to more recognition." "Contemporary a cappella 
appeals to the general public more than traditional a cappella." "The people in the 
chamber groups become the best musicians in the department." "A cappella adds to the 
demand for music in a grass roots sort of way." "A cappella is an excellent tool for 
bringing music to campuses that don't have a formal music program; it reaches out to all 
age groups in popular culture." "Chamber [a cappella] groups should be encouraged by 
the faculty and by the curriculum." "It would be great if we had a wise ear telling us what 
to do." "I like the fact that we learn the music by ourselves. We do it because we want to 
do it and not to please a faculty director or fulfill a requirement; however, it would be 
helpful to have a faculty member listen to us for balance and other considerations." "I 
like the fact that we stand on our own. It creates responsibility." 
Turquoise- Arranging and Improvisation 
"The goal for everyone in the group is to arrange something for the group." "I got into 
arranging as a result of this group." "We also rearrange the pre-written arrangements." 
"Tonal memory is big in this group; we often don't have a complete arrangement but 
instead improvise the parts." "There is opportunity to improvise within the harmonies." 
"[I] was in the group but didn't feel that the printed arrangements represented the group 
so I began to arrange for the specific voices." 
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Bright Green- Motivation, Responsibility 
"[more challenging] You are held accountable for your own part." "The balance between 
singers in the context of the group is an individual's responsibility." "I like the fact that 
we stand on our own. It creates personal responsibility." "As music education majors, it 
is good for us to work out the challenges on our own." 
Purple- Piano-related Issues 
"In a cappella, there is no instrument to establish a base; the singers have to do that on 
their own, with regard to dynamics, rhythm." "[more difficult] You don't have a piano 
leading you." "[More challenging] because all parts must be equally strong; the 
accompaniment cannot fill in the weaker parts." 
Dark Teal- The Ensemble Experience 
"It is a lot more challenging, you have to pay attention to everything else around you, and 
focus on everyone's else's parts." "With only a few singers, it forces you to listen more 
and to rely on each other." 
Light Gray- rhythm 
"Moving with the group," "Singing words [in traditional a cappella] makes it easier to 
stay in rhythm; singing syllables [in contemporary] makes it more difficult to stay in 
rhythm." 
342 
Dark Gray- tonal memory 
"I could sight read very well but I hadn't sung a cappella before. That was a totally 
different way oflearning. I hadn't used my ear before [in that way]." "I could sight read 
but singing a cappella has improved my intonation and helped me to become a more 
auditory learner." "Tonal memory is big in this group; we often don't have a complete 
arrangement but instead improvise the parts." "Singing from memory strengthens your 
tonal memory." 
Dark Green- musical expressivity 
"When you are that exposed, with only one or two on a part, you really have to 
communicate [with the audience]." "One of the things that we look for in auditioning 
new members is how much fun they are having and how well they are communicating to 
the audience." "I came to this group as a classical singer and not knowing how to 
interpret contemporary music- this experience has taught me how." "This group is the 
only opportunity that we have to sing music ofthis [contemporary] type." 
Olive Green- vocal range and flexibility 
"My vocal range and flexibility have improved significantly, since I started singing 
[contemporary] a cappella. I can sing alto and tenor now as a result." "Bringing forward 
my lower range has helped develop my classical range." This [contemporary ensemble] is 
the only ensemble where we can practice mix belting." Least affected would be vocal 
range and flexibility." "Shading of the five primary vowel sounds for lighter and darker 
qualities is more apparent in a cappella." Traditional choir style is based on tall vowel 
sounds; contemporary style is based on spread vowel formation." "There is a lot more of 
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an individual stylistic range in contemporary a cappella than in traditional a cappella." "It 
[contemporary a cappella] has helped develop my lower range." 
Red - sight singing 
"We need to be aware of intervals; this contributes to sight singing." 
Dark Red - learning modes 
"Rote learning is a significant part of the learning process." "I could sight read but 
singing a cappella has improved my intonation and helped me to become a more auditory 
learner." 
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Appendix N: Researcher Interpreted Codes- Observations 
Proficiency 
• Hearing 
o Chord clusters were used in warm-up exercises. Staccato was used to 
secure pitch. A chorale was used in warm-up exercises on neutral syllable 
to tune to other parts. 
• Rhythm 
o Rhythm/diction exercises were included in the warm-ups. Articulation of 
melismatic passages was done on scat syllables. Vowels were shaped by 
speaking the text in rhythm. 
• Sight Singing 
o Much of the rehearsal was spent sight singing repertoire on solfege 
syllables. 
• Tonal Memory 
o Reliance on tonal memory was evident in contemporary much more than 
in traditional. 
• Musical expressivity 
o The importance of communication with audience was present in the 
contemporary ensemble. Phrases were shaped and contrasted. Key words 
were emphasized. Interpretation was present in all singing, including 
warm-ups and repertoire. Balanced was achieved within the context of 
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full, vital tone. Dynamics were tied to interpretation and vocal production 
- emphasis on technique. 
• Vocal Range and Flexibility 
o Blend emphasized in warm-up exercises, consistent and healthy vocal 
production, instructor often models good tone production, the main focus 
of the warm-up exercises is on tone production, vowel placement. 
• Arranging and Improvising 
o ·Improvising took place in the contemporary ensemble within the context 
of emulating the original song artist. 
• Learning Modes 
o Some rote learning was observed in the contemporary ensemble. Most 
learning took place within a visual emphasis. 
Motivation and responsibility 
• Student accountability was evident in the approach to rehearsal. 
o Students were expected to know their music and to be able to sing their 
line while listening to the other parts. 
o There was not a lot of difference observed between contemporary and 
traditional ensembles. 
Piano-related issues 
• The piano was used frequently to check notes in two of the traditional ensembles 
but almost never used in the contemporary group. 
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o It was used almost continuously in one of the traditional ensembles -
needlessly. 
o Most of the exercises were accompanied by the piano in two of the 
ensembles. 
Group experience 
o A chorale was used in warm-up exercises on neutral syllable for students 
to tune to other parts. 
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Appendix 0: Themes Between Questions - Interviews 
Question Topic Theme Major Minor Ordinary Unexpected Hard to 
Classify 
Targeted skills Intonation X X 
General impact Intonation X X 
of a cap on 
skills 
Level of Intonation X X 
challenge 
Reinforces Intonation X X 
lessons 
A cap in warm- Intonation X X 
ups 
Importance for Intonation X X 
teachers in 
training 
Most Intonation X X 
developed 
targeted skills 
Targeted skills Intonation X X 
A cappella in Hearing X X 
warm-ups 
A Cap in Hearing X X 
learning 
accompanied 
mUSlC 
General impact Hearing X X 
of a cap on 
skills 
Reinforces Inner hearing X X 
lessons 
Importance for Singers ' X X 
teachers in connection to 
training audiation 
A Cap in Ear training X X 
Warm-ups 
General impact Tonal memory X X 
of a cap on 
skills 
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Most Tonal memory X X 
developed 
targeted skills 
A cappella in Confidence X X 
learning 
accompanied 
music 
Importance for Independence X X 
teachers in 
training 
General impact Independence X X 
of a cap on 
skills 
Philosophical Independence X X 
Level of Proficiency X X 
interest 
Targeted skills Rhythm X X X 
Most Rhythm X X 
developed 
targeted skills 
General impact Rhythm X X 
of a cap on 
skills 
Reinforces Sight singing X X X 
music theory 
General impact Sight singing X X X 
of a cap on 
skills 
Targeted skills Vocal range X X 
General impact Vocal technique X X 
of a cap on 
skills 
General impact Ensemble X X 
of a cap on experience 
skills 
Targeted skills Cooperation X X 
Reinforces Confidence X 
lessons 
General impact Responsibility X X 
of a cap on 
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skills 
Philosophical Responsibility X X 
Level of Responsibility X X 
challenge 
Most Expressivity X X 
developed 
targeted skills 
General impact Expressivity X X 
of a cap on 
skills 
Level of Expressivity X X 
challenge 
General impact Blend X X X 
of a cap on 
skills 
Knowledge of Genre versus style X X 
musical styles 
Reinforces Vocal technique X X 
lessons 
Knowledge of Vocal Technique X X 
musical styles 
Importance for Vocal v. X X 
teachers in instrumental 
training students' level of 
vocal ability 
Importance for Proper modeling X X 
teachers in 
training 
Ideal Learning Role of a cappella X X 
Environment in curriculum 
Level of Dissenting X X 
challenge opinions 
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Appendix P: Student Survey Pilot 
Section One - Cover Page 
Perspectives on A Cappella - Student Pilot Version 
- 1.~9-;:;;.~~Y 'J3il~t-:st.:;deri ;~;;i~-~-- ·- --- ..... - · ---· -· -- - · · -· -- · . -
Dear student volunteers, 
Thank you for agreeing to pilot test my survey and for taking the time to offer comments on your experience. 1 ask that 
you first, fill out the online questionnaire and then use the PDF version that has been sent to you by email to critique the 
survey instrument. If you have Adobe Pro, you can type your comments on electronic sticky notes and place them 
anywhere on the PDF document. If you don't have Adobe Pro, you can comment using Word. To facilitate this, I've copied 
the questionnaire into a Word f ile with space below each section for your comments. When making your comments, I 
would appreciate your addressing the following issues: 
1. How long did it take for you to complete the questionnaire? 
2. Was the explanation at the beginning of the survey (next page) clearly stated? 
3. Were the questions concise and easily understood? If not, which ones need revision? 
4. Have all of the issues that you feel are important to a cappella singing been addressed? 
Thanks, again, for your heip! 
Don St. Jean 
Page. 1 
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Appendix P: Student Survey Pilot (cont'd) 
Section Two- Project Description 
Perspectives on A Cappella - Student Pilot Version 
~~--~~----~--------- ----------------~ 
- . 
2. Participant Information · 
Project Title 
Perspectives on A Cappella: A mixed methods portrait of the benefits of unaccompanied singing on the· development of 
the musical skills of undergraduate students 
Survey Participant Information 
You are being asked to participate in a survey, as part of my dissertation research in Music Education at Boston 
University. The purpose of the .study is to leam your perceptions on how a cappella ensemble singing has contributed to 
the development of your musical skills. Results from this study will contribute to the existing body of knowledge on choral 
directing and may eventually serve to further techniques in the teoching of choral music at the college level. 
Your participation in this research is purely voluntary. The time it will take to complete this survey is approximately five 
minutes. You may refuse to answer any question and may stop the inquiry at any time. There are no known risks 
associated with participation in the study. All participants in this study must be at least 18 years of age. 
Your answers will be kept confidential , unless required by law or regulation, and will not be linked to your identity. The 
information collected will be published only in aggregated form (e.g., tables of information). No identifiable information will 
be included in any presentation or publication. To protect your anonymity, daia will be separated from identifiable 
information by way of a feature of the SurveyMonkey program ,. Neither I, as the principle investigator, nor my advisor will 
have access to your identification. 
If you have questions regarding this research, either now or at any time in the future, please feel free to ask them. As the 
principal investigator, I, Donald St. Jean, would be happy to answer any questions you may have. You may contact me at 
401-822-1732 or at stjeand@bu.edu. Inquiries may also be addressed to my faculty advisor- Dr. Richard Bun bury at 
rbunburry@bu.edu. You may obtain further information about your rights as a research subject by calling the BU CRC 
IRB Office at 617-358-6115. 
If you understand what your role is in this research, are at least 18 years old, and are willing to participate in the online 
survey, please tum to the next page to begin the questionnaire. If, for any of these reasons, you decide not to participate, 
simply close this browser. 
Thank you for your help! 
Donald St. Jean 
Page 2 
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Appendix P: Student Survey Pilot (cont'd) 
Section Three - Participant Instructions 
Perspectives on A Cappella - Student Pilot Version 
------------------------------------------------------------------------------------
3. Participant Instructions · 
Questions throughout this survey apply to two distinct genres of a cappella singing : Traditional and Contemporary. For 
purposes of this questionnaire, Traditional refers to the type of singing one does in ensembles whose primary focus is on 
music from the Renaissance, Baroque, Classical, Romantic and Contemporary art music styles. Contemporary refers to 
the type of singing found in ensembles that are primarily focused on Rock, Radio Pop, Jazz, Country, and other styles of 
popular music. 
Important: If you have participated in both Traditional and Contemporary a cappella singing, please provide separate 
answers for each genre. If you have not participated in both Traditional and Contemporary a cappella singing, please 
select the N/A column for the genre that doesn't apply. 
Page 3 
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Appendix P: Student Survey Pilot (cont' d) 
Section Four- Development of Aural and Music Reading Skills 
Perspectives on A Cappella - Student Pilot Version 
7~~~--------~~~~-~-~-------------~-------
4. ·A Cappella Ensemble Singing and the Development of Aural and Music 
~ ~eading ••• . . 1 
The purpose of the items on this page is to establish an understanding your perceptions on the role that a cappella 
ensemble singing has played in the development of your aural and music reading skills. 
1. To what extent do you feel that a cappella ensemble singing, in general, has 
contributed to the development of your musical skills? 
Traditiona l 
Contemporary 
Not contributed Sam a what contributed 
0 0 
0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
NIA 
0 
0 
2. To what extent do you feel your intonation has improved as a result of a cappella 
singing? 
Not improved Som ewhat Improved Improved Greatly Improved NIA 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
3. To what extent do you feel your tonal memory (ability to remember individual pitches, 
intervals and melodic lines) has improved as a result of a cappella singing? 
T raditional 
Contemporary 
Not Improved 
0 
0 
Somewhat Improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
NIA 
0 
0 
4. To what extent do you feel your sight singing has improved as a result of a cap pella 
singing? 
Not improved Somewhat improved Improved Greatly improved NIA 
T raditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
5. To what extent do you feel your vocal range and flexibility has improved as a resul t of 
a cappella singing? 
T raditiona l 
Contemporary 
Not improved 
0 
0 
Somewhat im proved 
0 
0 
Improved 
0 
0 
Great ly improved 
0 
0 
NIA 
0 
0 
6. To what extent do you feel your musical expression has improved as a result of a 
cappella singing? 
Traditional 
Contemporary 
Not Improved 
0 
0 
Somewhat Im proved 
0 
0 
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Improved 
0 
0 
Greatly Im proved 
0 
0 
N/A 
0 
0 
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Appendix P: Student Survey Pilot (cont'd) 
Section Four- Development of Aural and Music Reading Skills 
Perspectives on A Cappella- Student Pilot Version 
7. To what extent do you feel your rhythm has improved as a result of a cappella 
singing? 
Not Improved Som ewhat improved Improved Greatly Improved N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
a. To what extent do you feel your ability to interpret musical styles has improved as a 
result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Grea tly Improved 
0 
0 
N/A 
0 
0 
9. Please rank the following musical skills from one to six according to the extent that 
each has been developed by Traditional a cap pella singing: (1 = least developed, 6 = 
most developed) 
2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal Range and Flexibility 0 0 0 0 0 0 0 
Musical Expr_ession 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
10. Please rank the following musical skills from one to six according to the extent that 
each has been developed by Contemporary a cappella singing: (1 =least developed, 6 = 
most developed) 
2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal range and flexibi lity 0 0 0 0 0 0 0 
Musical expression 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
11. To what extent has a cappella singing reinforced that which you have studied in the 
sight singing and ear-training portions of music theory courses that you have taken? 
Not reinforced Somewhat rei nforced Reinforced Greatly reinforced N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
Page 5 
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Appendix P: Student Survey Pilot (cont'd) 
Section Four- Development of Aural and Music Reading Skills 
Perspectives on A Cappella - Student Pilot Version 
12. To what extent has a cappella ensemble singing contributed to your independence 
as a musician (ability to function in an ensemble without relying on other singers 
around you for notes and rhythms)? 
Traditiona l 
Contemporary 
Not contributed So mewhat contr ibuted Contributed 
0 0 0 
0 0 0 
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Greatly contribu ted 
0 
0 
N/A 
0 
0 
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Appendix P: Student Survey Pilot (cont'd) 
Section Five- Vocal Technique 
Perspectives on A Cappella- Student Pilot Version 
~ --.---------~-----------------------~ 
.5. A qappella Ensemble Singing and the Development of Vocal Technique 
The following five questions seek to identify the role that a cap pella ensemble singing has played in the development of 
your vocal technique. 
1. To what extent has a cappella ensemble singing reinforced that which you have 
studied in your applied lessons? 
Traditiona l 
Contemporary 
Not reinforced 
0 
0 
Somewhat reinforced 
0 
0 
Reinforced 
0 
0 
Greatly reinforced 
0 
0 
N/A 
0 
0 
2. Please identify the pitch range(s) of your voice that you use in a cappella singing: 
(Select all that apply:) 
Lowest Low Middle High Highest N/A 
Traditional D D D D D D 
Contemporary D 0 0 0 D D 
3. Please identify the one pitch range that you have used the most in a cappella singing. 
Lowest Low Middle High Highest N/A 
Tradi t iona l 0 0 0 0 0 0 
Contemporary 0 0 0 0 0 0 
4. Please identify the vocal registers that you use in a cappella ensemble singing : 
(Select all that apply.) 
Traditional 
Contemporary 
Head voice 
D 
D 
Chest voice 
D 
D 
Mixed registration 
0 
0 
N/A 
0 
0 
5. To what extent do you feel a cappella ensemble singing has contributed to the 
development of your overall vocal technique? 
Not contributed Somewhat contribu ted 
T raditiona l 0 0 
Contemporary 0 0 
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Contributed 
0 
0 
Greatl y cont ributed 
0 
0 
N/A 
0 
0 
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Appendix P: Student Survey Pilot (cont'd) 
Section Six- A Cappella Compared to Accompanied Ensemble Singing 
Perspectives on A Cappella - Student Pilot Version 
a A Cappella c~-;;p~red to A~~~panied E~ble si~i;;g~----~~-~-~~: 
The next five questions address your percept ions on specific differences between a cappella singing and accompanied 
singing. 
1. Please rate the level of challenge in singing a cappella compared to singing with 
accompaniment. 
Som ewhat m ore 
Easier Somewhat easier 
difficult 
More difficul t N/A 
Tradi tiona l 0 0 0 0 0 
Contemporary 0 0 0 0 0 
2. Please identify your level of interest in ensemble singing since beginning your 
undergraduate studies? 
A Cappella Accompanied 
T radit ional 
Contemporary 
3. Please identify your level of commitment to the ensemble(s) in which you have sung. 
A Cappella Accompanied 
T raditiona l 
Contemporary 
4. Rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate vocal students intending to become music teachers. 
A Cappella Accompanied 
T raditiona l 
C ontemporary 
5. Rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate instrumental students intending to become music 
teachers. 
A Cappella Accompanied 
Traditional 
Contemporary 
Page 3 
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Appendix P: Student Survey Pilot (cont'd) 
Section Seven - Background Information 
Perspectives on A Cappella - Student Pilot Version 
~~---------~_____...,--------.-~ 
]. Background lnfor01ation . . ·. .; 1 
The final thirteen questions attempt to develop an understanding of the focus of your undergraduate studies and your 
background in a cappella singing. 
1. What is you class status? 
0 Freshman 
0 Sophom ore 
0 Junior 
0 Senior 
Other (please specify) 
2. Please describe the focus of your undergraduate training. 
0 Music Education rvlajor 
0 Musi c Major (Performance) 
0 M.Jsic Major (Other) 
0 Music Minor 
0 Not a Music Major or Minor 
3. Have you taken individual voice or instrument lessons for credit while in college? 
O Yes 
4. If you've answered yes to the previous question, please identify the family of 
instruments in which you have studied for college credit: (Select all that apply.) 
D Voice 
D Keyboards 
D Strings 
0 Brass 
D Woodwinds 
D Percussion 
D Electronic 
359 
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Appendix P: Student Survey Pilot (cont'd) 
Section Seven - Background Information 
Perspectives on A Cappella- Student Pilot Version 
5. To which family does your primary instrument belong? 
0 Voice 
0 Keyboards 
0 Strings 
0 Bmss 
0 Woodwinds 
0 Percussion 
0 Electronic 
6. When did you begin singing a cappella ensemble music? 
0 Pre-college 
0 Freshman 
0 Sophom ore 
0 Junior 
0 Senior 
7. Please identify the type(s) of a cappella singing in which you have participated since 
entering college: (Select all that apply.) 
0 Tradit ional 
0 Contemporary 
8. Which ensembles have been student directed? 
D Traditional 
D Contemporary 
D Not applicable 
9. Does the student director major in music? 
0 Yes 
O No 
0 Not applicable 
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Appendix P: Student Survey Pilot (cont'd) 
Section Seven - Background Information 
Perspectives on A Cappella- Student Pilot Version 
10. Define the size of the a cappella ensemble(s) in which you have sung. (Select all that 
apply.) 
Traditional 
Contemporary 
Less than 20 members 
0 
0 
20·40 members 
0 
0 
Greater than 40 members 
0 
0 
11. What part( s) have you sung -Traditional ensemble? (Select all that apply) 
D Soprano 
D Alto 
D Tenor 
0 Bass 
D Have not sung in a Traditional ensemble. 
12. What part( s) have you sung- Contemporary ensemble? (Select all that apply.) 
D Lead 
D Backgrounds 
0 Bass 
D Percussion 
D Have not sung In a Contemporary ensemble 
13. Please estimate how frequently a cappella singing is used in rehearsal during warm 
up exercises: (If you are in more than one ensemble, base you answer on only one of 
these ensembles.) 
Traditional 
Contemporary 
Never 
0 
0 
Infrequent ly 
0 
0 
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Som ewhat frequently 
0 
0 
Frequently 
0 
0 
Appendix Q: Faculty Directors Survey Pilot 
Section One - Cover Page 
Perspectives on A Cappella- Faculty Pilot Version 
• - • r> • ._ • - - ~ ~ • -; • .. 
1. Survey Pilot- Faculty version 
Dear faculty volunteers, 
Thank you for agreeing to pilot test my survey and for taking the time to offer comments on your experience. 1 ask that 
you first, fill out the online questionnaire and then use the PDF version that has been sent to you by email to critique the 
survey instrument. If you have Adobe Pro, you can type your comments on electronic sticky notes and place them 
anywhere on the PDF document. If you don't h;:we Adobe Pro, you can comment using Word. To facilitate this, I've copied 
the questionnaire into a Word file with space below each section for your comments. When making your comments, I 
would appreciate your addressing the following Issues: 
1. How long did it take for you to complete the questionnaire? 
2. Was the explanation at the beginning of the survey (next page) clearly stated? 
3. Were the questions concise and easily understood? If not, which ones need revision? 
4. Have all of the issues been addressed that you feel are important to a cap pella singing at the undergraduate level? 
Thanks, again, for your help! 
Don St. Jean 
Page 1 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Two - Participant Information 
Perspectives on A Cappella - Faculty Pilot Version 
· 2.Partlcipantlnfor~_mion --~~--~----~--~~~----------~----:~, ~-. 
Project Title 
Perspectives on A Cappella: A mixed methods portrait of the benefits of unaccompanied singing on the development of 
the musical skills of undergraduate students 
Survey Participant Information 
You are being asked to participate in a survey, as part of my dissertation research in Music Education at Boston 
University. The purpose of the study is to learn your perceptions on how a cappella ensemble singing has contributed to 
the development of your students' musical skills. Results from this study will contribute to the existing body of knowledge 
on choral directing and may eventually serve to further techniques in the teaching of choral music at .the college level. 
Your participation in this research is purely voluntary. The time it will take to complete this survey is approximately ten 
minutes. You may refuse to answer any question and may stop the inquiry at any time. There are no known risks 
associated with participation in the study. All participants in this study must be at least 18 years of age. 
Your answers will be kept confidential , unless required by law or regulation, and will not be linked to your identity. The 
information collected will be published only in aggregated form (e.g., tables of information). No identifiable information will 
be included in any presentation or publication. To protect your anonymity, data will be separated from identifiable 
information by way of a feature of the SurveyMonkey program, . Neither I, as the principle investigator, nor my advisor will 
have access to your identification in connection with your responses. 
If you have questions regarding this research, either now or at any time in the future, please feel free to ask them . As the 
principal investigator, I, Donald St. Jean, would be happy to answer any questions you may have. You may contact me at 
401-822-1732 or at stjeand@bu.edu. Inquiries may also be addressed to my faculty advisor- Dr. Richard Sunbury at 
rbunburry @bu.edu. You may obtain further information about your rights as a research subject by calling the BU CRC 
IRB Office at 617-358-6115. 
If you understand what your role is in this research, and are willing to participate in the online survey, please turn to the 
next page to begin the questionnaire. If, for any reason, you decide not to participate, simply close this browser. 
Thank you for your help! 
Donald St. Jean 
Page 2 
363 
Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Three - Participant Instructions 
Perspectives on A Cappella- Faculty Pilot Version 
--~-----------------------------------~ 
3. Participant Instructions 
Questions throughout this survey apply to two distinct genres of a cappella singing : Traditional and Contemporary. For 
purposes of this questionnaire, Traditional refers to the type of singing one does in ensembles whose primary focus is on 
music from the Renaissance , Baroque, Classical, Romantic and Contemporary art music styles. Contemporary refers to 
the type of singing found in ensembles that are primarily focused on Rock, Radio Pop, Jazz, Country, and other styles of 
popular music. 
Important: If you have directed both Traditional and Contemporary a Cappella ensembles, please provide separate 
answers for each genre. If you have not directed both Traditional and Contemporary a cappella ensembles, please select 
the N/A column for the genre that doesn't apply. 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Four- Development of Aural and Music Reading Skills 
Perspectives on A Cappella - Faculty Pilot Version 
----, --.--.--------------------------------------.----
4. A Cappella Ensemble Singing and the Development of Aural and Music , 
. ~eading ... , , . , 
The purpose of the items on this page is to establish an understanding your perceptions on the role that a cappella 
ensemble singing has played in the development of your students' aural and music reading skills. 
1. To what extent do you feel that a cappella ensemble singing, in general, has 
contributed to the development of your students' musical skills? 
Nat contributed Sam ewhat contributed 
Traditional 0 0 
Cant em porary 0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
2. To what extent do you feel your students' intonation has improved as a result of a 
cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
3. To what extent do you feel your students' tonal memory has improved as a result of a 
cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat Improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
4. To what extent do you feel your students' sight singing has improved as a result of a 
cappella singing? 
Not improved Somewhat improved Improved Greatly improved N/A 
Traditional 0 0 0 0 0 
C ontem par a ry 0 0 0 0 0 
5. To what extent do you feel your students' vocal range and flexibility has improved as 
a result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
6. To what extent do you feel your students' musical expression has improved as a 
result of a cappella singing? 
Traditional 
Contemporary 
Not Improved 
0 
0 
Somewhat Improved 
0 
0 
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Improved 
0 
0 
Greatly Improved 
0 
0 
N/A 
0 
0 
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Appendix Q: Faculty Directors Survey Pilot (cont' d) 
Section Four 
Perspectives on A Cappella- Faculty Pilot Version 
7. To what extent do you feel your students' rhythm has improved as a result of a 
cappella singing? 
Not Improved Somewhat improved Improved Greatly improved N/A 
T raditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
8. To what extent do you feel your students' ability to interpret musical styles has 
improved as a result of a cappella singing? 
Traditional 
Contemporary 
Not Improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
9. Please rank the following musical skills from one to six according to the extent that 
each has been developed in your students by Traditional a cappella singing: (1 =least 
developed, 6 = most developed) 
1 2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
T anal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal Range and Flexibility 0 0 0 0 0 0 0 
Musical Expression 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
1 o. Please rank the following musical skills from one to six according to the extent that 
each has been developed in your students by Contemporary a cap pella singing: (1 = 
least developed, 6 = most developed) 
2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal range and flexibility 0 0 0 0 0 0 0 
Musical expression 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
11. To what extent has a cappella singing reinforced that which your students have 
studied in the sight singing and ear-training portions of music theory courses that you 
have taken? 
Traditional 
Contemporary 
Not reinforced 
0 
0 
Somewhat reinforced 
0 
0 
366 
Reinforced 
0 
0 
Greatly reinforced 
0 
0 
N/A 
0 
0 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Four 
Perspectives on A Cappella- Faculty Pilot Version 
12. To what extent has a cappella ensemble singing contributed to your students' 
independence as musicians, with regard to their ability to function in an ensemble 
without relying on other singers around them for notes and rhythms? 
Traditional 
Contemporary 
Not contributed Somewhat contributed 
0 0 
0 0 
367 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Five- Development of Vocal Technique 
Perspectives on A Cappella- Faculty Pilot Version 
--~---~~--~~~- ·-~-~-- --~~_.,.~ 
5. A Cappella Ensemble Singing and the Development of Vocal Technique 
The following five questions seek to identify the role that a cappella ensemble singing has played in the development of 
your students' vocal technique. 
1. To what extent has a cappella ensemble singing reinforced that which your students 
have studied in their applied lessons? 
Not rein.forced Somewhat reinforced Reinforced Greatly reinforced N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
2. Please identify the pitch range(s) of your students' individual voices that is used in a 
cappella ensemble singing: (Select all that apply.) 
Traditional 
Contemporary 
Lowest 
D 
D 
Low 
D 
D 
Middle 
D 
D 
Hi gh 
D 
D 
Highest 
D 
D 
N/A 
D 
D 
3. Please identify the one pitch range that your students have used the most in a 
cappella singing. 
Lowest Low Middle High Highest NIA 
Traditional 0 0 0 0 0 0 
C ontem par a ry 0 0 0 0 0 0 
4. Please identify the vocal registers that your students use in a cappella ensemble 
singing: (Select all that apply.) 
Tra dlt ional 
Contemporary 
Head voice 
D 
D 
Chest voice 
D 
D 
Mixed registration 
D 
D 
N/A 
D 
D 
5. To what extent do you feel a cappella ensemble singing has contributed to the 
development of your students' overall vocal technique? 
Traditional 
Contemporary 
Not contributed Somewhat contr ibuted 
0 0 
0 0 
368 
Contributed 
0 
0 
Greatly cont ributed 
0 
0 
N/A 
0 
0 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Six - A Cappella Compared to Accompanied Ensemble Singing 
Perspectives on A Cappella - Faculty Pilot Version 
~-----------------------------------------------------------
' 6 .·A CappeUa Compared to Accompanied En.semble Singing ; '. 
The next fi ve questions address your perceptions on specific differences between a cappella singing and accompanied 
singing. 
1. Please rate the level of challenge to your students in singing a cappella compared to 
singing music that is accompanied by keyboard or other instruments. 
Somewhat more 
Easier Somewhat easier 
difficult 
More difficult N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
2. Please estimate your students' level of interest in a cappella ensemble singing 
compared to singing with accompaniment. 
Significantly less Somewhat less 
Approximately the Significantly Somewhat greater N/A 
same greater 
Traditiona l 0 0 0 0 0 0 
Contemporary 0 0 0 0 0 0 
3. Please estimate your students' level of commitment to ensembles in which they sing a 
cappella compared with those in which they sing with accompaniment. 
Significantly less Somewhat less 
Approximately the 
Somewhat more Significantly more 
same 
Traditional 0 0 0 0 0 
Con tern porary 0 0 0 0 0 
4. Rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate vocal students intending to become music teachers. 
A Cappella Accompanied 
Traditiona l 
Contemporary 
5. Rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate instrumental students intending to become music 
teachers. 
A Cappella Accompanied 
Traditional 
Contemporary 
Pr~ge 8 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Seven - Background Information 
Perspectives on A Cappella- Faculty Pilot Version 
~~---- - -~~·----------- ----. - ------------~-~-
7. Ba~J<gr~und Information . , 
The final twelve questions attempt to develop an understanding of the nature of your responsibilities in your current 
posit ion, and your background in a cappella singing. 
1. What level(s) of ensemble singing do you teach in your current position? (Choose all 
that apply.) 
D Freshman 
D Sophomore 
D Junior 
D Senior 
D G raduate 
D Undergraduate mix 
D Undergraduate/graduate m ix 
Other (please specify) 
2. Please describe the focus of your undergraduate training. 
Q Musi c Education Maj or 
Q Music Major (Performance) 
Q M.Jsic Major (Other) 
Q Music Mi nor 
Q Not a Music rvlajor or Minor 
3. Do you teach individual lessons either in voice or an instrument? 
Q Yes 
Q No 
370 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Seven - Background Information 
Perspectives on A Cappella- Faculty Pilot Version 
4. If you 've answered yes to the previous question, please identify the family of 
instruments in which you teach: (Select all that apply.) 
D Voice 
D Keyboards· 
D Strings 
D Brass 
D Woodwinds 
D Percussion 
D Electronic 
5. To which family does your primary instrument belong? 
0 Voice 
0 Keyboards 
0 Strings 
0 Brass 
0 Woodwinds 
0 Percussion 
0 Electronic 
6. How long have you directed college-level vocal ensembles? 
0 Under 5 years 
0 5-10yea.rs 
0 1 0-20 years 
0 More than 20 years 
7. Please identify the type(s) of a cappella ensemble singing in which you participated 
when you were an undergraduate: (Select all that apply.) 
D Traditional 
D Contemporary 
371 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Seven 
Perspectives on A Cappella- Faculty Pilot Version 
8. Please identify the size of the a cappella ensemble(s) that you direct. (Select all that 
apply.) 
Traditiona l 
Contemporary 
Less than 20 members 
0 
0 
20·40 members 
0 
0 
Greater than 40 members 
0 
0 
9. Do you oversee any a cappella ensembles that are student directed? 
Traditional 
Cent em porary 
Yes 
0 
0 
10. If yes, does the student director major in music? 
0 Yes 
0 Not applicable 
No 
0 
0 
N/A 
0 
0 
11. Are student-directed ensembles included on the concert programs of the ensembles 
that you direct? 
T raditional 
Contemporary 
Yes 
0 
0 
No 
0 
0 
N/A 
0 
0 
12. Please estimate how frequently you use a cap pella singing in rehearsal during warm 
up exercises: (If you direct more than one ensemble, base your answer on only one of 
these ensembles.) 
Traditional 
Contemporary 
Never 
0 
0 
Infr equently 
0 
0 
Somewhat frequently 
0 
0 
Frequently 
0 
0 
13. Please estimate how frequently you use a cap pella singing in rehearsing pieces that 
will eventually be performed with accompaniment. (If you direct more than one 
ensemble, base your answer on only one of these ensembles.) 
Traditional 
Contemporary 
Infrequently 
0 
0 
Somewhat infrequently 
0 
0 
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Somewhat frequently 
0 
0 
Frequently 
0 
0 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Seven 
Perspectives on A Cappella- Faculty Pilot Version 
8. Please identify the size of the a cappella ensemble(s) that you direct. (Select all that 
apply.) 
Traditiona l 
Contemporary 
Lass than 20 members 
0 
0 
20-40 members 
0 
0 
Greater than 40 members 
0 
0 
9. Do you oversee any a cappella ensembles that are student directed? 
Traditional 
Contemporary 
Yes 
0 
0 
No 
0 
0 
10. If yes, does the student director major in music? 
0 Yes 
0 Not applicable 
N/A 
0 
0 
11. Are student-directed ensembles included on the concert programs of the ensembles 
that you direct? 
Traditiona l 
Contemporary 
Yes 
0 
0 
No 
0 
0 
N/A 
0 
0 
12. Please estimate how frequently you use a cap pella singing in rehearsal during warm 
up exercises: (If you direct more than one ensemble, base your answer on only one of 
these ensembles.) 
Traditiona l 
Contemporary 
Never 
0 
0 
Infrequently 
0 
0 
Somewhat frequen tl y 
0 
0 
Frequently 
0 
0 
13. Please estimate how frequently you use a cappella singing in rehearsing pieces that 
will eventually be performed with accompaniment. (If you direct more than one 
ensemble, base your answer on only one of these ensembles.) 
Traditional 
Contemporary 
Infrequently 
0 
0 
Somewhat infrequently 
0 
0 
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Somewhat frequently 
0 
0 
Frequently 
0 
0 
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Appendix Q: Faculty Directors Survey Pilot (cont'd) 
Section Eight - Thank You. 
Perspectives on A Cappella- Faculty Pilot Version 
--------------------------------------------------------------------------
8. Thank you! 
Many thanks for taking the time to fill out this questionnaire. I appreciate your efforts and your contributions to my 
research. 
Donald St. Jean 
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Appendix R: Student Survey Pilot- Revised 
Section Four 
Perspectives on A Cappella- Student Pilot Edited Version 
-- ----------~---- ----------------------- ----------- - -- -~ 
4. A Cappella Ensemble Singing and the Development of Aural and Music 
Reading ... 
The purpose of the rtems on this page is to establish an understanding your perceptions on the role that a cappella 
ensemble singing has played in the development of your aural anq music reading skills. 
1. To what extent do you feel that a cappella ensemble singing, in general, has 
contributed to the development of your musical skills? 
Traditional 
Contemporary 
Not contributed Somewhat contributed 
0 0 
0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
2. To what extent do you feel your intonation has improved as a result of a cap pella 
singing? 
Not improved Somewhat improved Improved Greatly improved N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
3. To what extent do you feel your tonal memory (ability to remember individual pitches, 
intervals and melodic lines) has improved as a result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
4. To what extent do you feel your sight singing has improved as a result of a cap pella 
singing? 
Not improved Somewhat improved Improved Greatly improved N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
5. To what extent do you feel your vocal range and flexibility has improved as a result of 
a cap pella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
6. To what extent do you feel your musical expression has improved as a result of a 
cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
375 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
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Appendix R: Student Survey Pilot- Revised ( cont' d) 
Section Four 
Perspectives on A Cappella - Student Pilot Edited Version 
7. To what extent do you feel your rhythm has improved as a result of a cappella 
singing? 
Not improved Somewhat improved Improved Greatl y improved N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
8. To what extent do you feel your ability to interpret musical styles has improved as a 
result of a cappella singing? 
Traditional 
Contemporary 
Not impr oved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly Improved 
0 
0 
N/A 
0 
0 
9. Please rank the following musical skills from one to six according to the degree that 
each has been developed by Traditional a cappella singing: (1 = least developed, 6 = 
most developed) 
2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
T onal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal Range and Flexibility 0 0 0 0 0 0 0 
Musical Expression 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
10. Please rank the following musical skills from one to six according to the degree that 
each has been developed by Contemporary a cappella singing: (1 =least developed, 6 = 
most developed) 
2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal range and fl exibility 0 0 0 0 0 0 0 
Musical expression 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
11 . To what extent has a cap pella singing reinforced that which you have studied in the 
sight singing and ear-training portions of music theory courses that you have taken? 
Not reinforced Somewhat reinforced Reinforced Greatly reinforced N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
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Appendix R: Student Survey Pilot- Revised (cont'd) 
Section Four 
Perspectives on A Cappella - Student Pilot Edited Version 
12. To what extent has a cappella ensemble singing contributed to your independence 
as a musician (ability to function in an ensemble without relying on other singers 
around you for notes and rhythms)? 
Traditional 
Contemporary 
Not contributed Somewhat con tributed 
0 0 
0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
13. Please rate the following sources of your musical training to the degree that each 
has contributed to the development of your musical skills: (Multiple selections per 
column are permitted) 
LDwest Low Average High Highest N/A 
A Cappella Ensemble 0 0 0 0 0 0 Singing (Tradi tional) 
A Cappella Ensemble 0 0 0 0 0 0 Singing (Contemporary) 
Accompanied Ensemb_le 0 0 0 0 0 0 Singing 
Applied Vocal Lessons 0 0 0 0 0 0 
Applied Instrumental 0 0 0 0 0 0 Leswns 
Instrumental Ensemble 0 0 0 0 0 0 Playing 
Music Theory Class (Sight 0 0 0 0 0 0 Sing ing/Ear Training 
included) 
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Appendix R: Student Survey Pilot- Revised (cont'd) 
Section Five 
Perspectives on A Cappella- Student Pilot Edited Version 
-----------------------------------------------
5. A Cappella Ensemble Singing and the Development of Vocal Technique 
The following questions seek to identify the role that a cappella ensemble singing has played in the development of your 
vocal technique. 
1. To what extent do you feel a cappella ensemble singing has contributed to the 
development of your overall vocal technique? 
Not contributed Somewhat con tr ibuted 
Traditiona l 0 0 
Contemporary 0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
2. To what extent has a cappella ensemble singing reinforced that which you have 
studied in your applied voice lessons? 
Traditiona l 
Contemporary 
Not reinforced 
0 
0 
Somewhat reinforced 
0 
0 
Reinforced 
·0 
0 
Greatly reinforced 
0 
0 
N/A 
0 
0 
3. Please identify the pitch range(s) of your voice that you use in a cappella singing: 
(Select all that apply.) 
Lowest Low Middle High Hi ghest 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
4. Please identify the pitch range that you use the most in a cappella singing. 
Lowest Low Middle High Highest 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
5. Please identify the vocal registers that you use in a cappella ensemble singing: 
(Select all that apply.) 
Head voice Chest voice Mixed registrati .on N/A 
Tradition~! 0 0 0 0 
Contemporary 0 0 0 0 
6. Please identify the vocal register that you use the most in a cappella ensemble 
singing: 
Traditional 
Contemporary 
Head RegiSter 
0 
0 
Chest Register 
0 
0 
Mixed Register 
0 
0 
NIA 
0 
0 
N/A 
0 
0 
NIA 
0 
0 
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Appendix S: Faculty Directors Survey Pilot- Revised 
Section Four 
Perspectives on A Cappella- Faculty Pilot Version 2 
----------------------------------------------------------------------------------------
4. A Cappella Ensemble Singing and the Development of Vocal, Aural and Music 
R ..• 
The purpose of the items on this page is to establish an understanding of your pen::eptions on the role that a cap pella 
ensemble singing has played in the development of your students' vocal, aural and music reading ski lls. 
1. To what extent do you feel that a cappella ensemble singing, in general , has 
contributed to the development of your students' musical skills? 
Tradi t iona l 
Contemporary 
Not contr ibuted Somewhat contr ibuted 
0 0 
0 0 
Contribute-d 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
2. To what extent do you feel your students' intonation has improved as a result of a 
cappella singing? 
T raditional 
C ontemporary 
Not improved 
0 
0 
Sam ewhat improved 
0 
0 
Improved 
0 
0 
Greatly Improved 
0 
0 
N/A 
0 
0 
3. To what extent do you feel your students' tonal memory has improved as a result of a 
cappella singing? 
Tradit ional 
Contemporary 
Not improved 
0 
0 
Somewhat Improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
4. To what extent do you feel your students' sight singing has improved as a result of a 
cappella singing? 
Not improved Somewhat Improved Improved Greatly Improved N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
5. To what extent do you feel your students' musical expression has improved as a 
result of a cappella s inging? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
6. To what extent do you feel your students' rhythm has improved as a result of a 
cappella singing? 
T raditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
379 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
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Appendix S: Faculty Directors Survey Pilot- Revised (cont'd) 
Section Four 
Perspectives on A Cappella- Faculty Pilot Version 2 
7. To what extent do you feel your students' vocal range and flexibility has improved as 
a result of a cappella singing? 
Traditional 
Contemporary 
Not Improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
8. To what extent do you feel your students' ability to interpret musical styles has 
improved as a result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Som ewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
9. Please rank the following skills from one to six according to the extent that each has 
been developed in your students by Traditional a cappella singing: (1 =least developed, 
6 = most developed) 
3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memor y 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal Range and F lexibility 0 0 0 0 0 0 0 
Musical Expression 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
10. Please rank the following skills from one to six according to the extent that each has 
been developed in your students by Contemporary a cappella singing: (1 =least 
developed, 6 = most developed) 
2 3 •4 5 6 NIA 
Intonation 0 0 0 0 0 0 0 
Tonal Mem ory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal range and flexibility 0 0 0 0 0 0 0 
Musical expression 0 0 0 0 0 0 0 
Rhythm 0 0 0 0 0 0 0 
11. To what extent does a cappella choral singing contribute to your students' 
independence as musicians, with regard to their ability to function in an ensemble 
without relying on other singers around them for notes and rhythms? 
T raditional 
Contemporary 
Does not contribute Somewhat contributes 
0 
0 
0 
0 
380 
Contributes 
0 
0 
Greatly contributes 
0 
0 
N/A 
0 
0 
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Appendix S: Faculty Directors Survey Pilot - Revised (cont'd) 
Section Four 
Perspectives on A Cappella- Faculty Pilot Version 2 
12. To what extent does a cappella ensemble singing contribute to the development of 
your students' overall vocal technique? 
Traditional 
Contempora ry 
Does not contribute Somewhat contr ibutes 
0 
0 
0 
0 
Contributes 
0 
0 
Greatly contributes 
0 
0 
N/A 
0 
0 
13. Please identify the principal vocal register that your students in each section use in a 
cappella ensemble singing: 
Sopranos Altos T enors Basses 
Traditional 
Con tern porary 
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Appendix T: Student Survey- Final Version 
Section One - Cover Page 
Perspectives on A Cappella - Student Version 
1. Participant Information 
Project Title 
Perspectives on A Cappella : A mixed methods portrait of the benefits of unaccompanied singing on the development of 
the musical skills of undergraduate students 
Survey Participant Information 
You are being asked to participate in a survey, as part of my dissertation research in Music Education at Boston 
University. The purpose of the study is to learn your perceptions on how a cappella ensemble singing has contributed to 
the development of your musical skills. Results from this study will contribute to the existing body of knowledge on chora 
directing and may eventually serve to further techniques in the teaching of choral music at the college level. 
Your participation in this research is purely voluntary. The time it will take to complete th is survey is approximately twelve 
minutes. You may refuse to answer any question and may stop the inquiry at any time. There are no known risks 
associated with participation in the study. All participants in th is study must be at least 18 years of age. 
Your answers will be kept confidential , unless required by law or regulation , and will not be linked to your identity. The 
information collected will be published only in aggregated form (e.g., tables of information). No identifiable information will 
be included in any presentation or publication. To protect your anonymity, data will be separated from identifiable 
information by way of a feature of the SurveyMonkey program,. Neither I, as the principle investigator, nor my advisor wi ll 
have access to your identification. 
If you have questions regarding this research, either now or at any time in the future, please feel free to ask them . As the 
principal investigator, I, Donald St. Jean, would be happy to answer any questions you may have. You may contact me a 
401-822-1732 or at stjeand@bu.edu. Inquiries may also be addressed to my faculty advisor - Dr. Richard Bun bury at 
rbunburry@bu.edu. You may obtain further information about your rights as a research subject by calling the BU CRC 
IRB Office at 617-358-6115. 
If you understand what your role is in this research, are at least 18 years old, and are will ing to participate in the online 
survey, please click the "Nexr' button at the bottom of the page to begin the questionnaire. If you decide not to 
participate, for any reason, simply close this browser window. 
Thank you for your help! 
Donald St. Jean 
Page 1 
382 
Appendix T: Student Survey- Final Version (cont'd) 
Section Two - Instructions 
Perspectives on A Cappella - Student Version 
- ----- ~- --- ---- ----- -~----- --- - --- ----- ----- - --- - ----- - -- --------
2. Participant Instructions 
Questions throughout this survey .apply to two distinct genres of a cappella singing, Traditional and Contemporary. For 
purposes of this questionnaire, please consider the following definitions: 
Traditional refers to the type of singing one does in ensembles whose primary focus is on music from the Renaissance, 
Baroque, Classical, Romantic and Contemporary art music styles. 
Contemporary refers to the type of singing found in ensembles that are primarily focused on Rock, Radio Pop, Jazz, 
Country, and other styles of popular music. 
Important: If you have participated in both Traditional and Contemporary a cappella singing, please provide separate 
answers for each genre. If you have not participated in both Traditional and Contemporary a cappella singing, please 
select the N/A column for the genre that doesn't apply. 
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Appendix T: Student Survey - Final Version (cont'd) 
Section Three- A Cappella Ensemble Singing and the Development of Aural and 
Music Reading Skills 
Perspectives on A Cappella - Student Version 
---------------------------------~--------------
3. A Cappella Ensemble Singing and the Development of Aural and Music 
Reading ••• 
The purpose of the items on this page is to establish an understanding your perceptions on the role that a cappella 
ensemble singing has played in the development of your aural and music reading skills. 
1. To what extent do you feel that a cappella ensemble singing, in general, has contributed 
to the development of your musical skills? 
Not contributed Som ewhat contributed 
Tradit ional 0 0 
Contem porary 0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
2. To what extent do you feel your intonation has improved as a result of a cappella 
singing? 
Not improved Som ewhat imp roved Improved Greatly improved N/A 
Trad it ional 0 0 0 0 0 
Contem porary 0 0 0 0 0 
3. To what extent do you feel your tonal memory (ability to remember individual pitches, 
intervals and melodic lines) has improved as a result of a cappella singing? 
T raditi onal 
Contemporary 
Not Improved 
0 
0 
Somewhat improv ed 
0 
0 
Improv ed 
0 
0 
Greatly Improved 
0 
0 
N/A 
0 
0 
4 . To what extent do you feel your sight singing has improved as a result of a cap pella 
singing? 
Not improved Somewhat improved Improved Greatly imProved N/A 
Traditional 0 0 0 0 0 
Contem porary 0 0 0 0 0 
5. To what extent do you feel your vocal range and flexibility has improved as a result of a 
cappella singing? 
N ot im proved Somewhat improved Improv ed Greatly improved N/A 
Tradit iona l 0 0 0 0 0 
Con tern porary 0 0 0 0 0 
6. To what extent do you feel your musical expressiveness has improved as a result of a 
cappella singing? 
Traditional 
Contemporary 
N ot improved 
0 
0 
Somewhat im p roved 
0 
0 
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Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
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Appendix T: Student Survey- Final Version 
Section Three (cont' d) 
Perspectives on A Cappella - Student Version 
7. To what extent do you feel your rhythmic precision has improved as a result of a 
cappella singing? 
Trad itional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
8. To what extent do you feel your ability to interpret musical styles has improved as a 
result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
9. Please rank the following musical skills in order from most developed to least developed 
as a result of Traditional a cappella singing: (1 =most developed, 6 =least developed). 
Note: Numbers may be used only once. 
2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
T onal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal Range and Flexibility 0 0 0 0 0 0 0 
Musical .Expressiveness 0 0 0 0 0 0 0 
Rh ythmic Precision 0 0 0 0 0 0 0 
10. Please rank the following musical skills in order from most developed to least 
developed as a result of Contemporary a cap pella singing: (1 = most developed, 6 = least 
developed). Note: Numbers may be used only once. 
1 2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal range and flexibility 0 0 0 0 0 0 0 
Musical expressiveness 0 0 0 0 0 0 0 
Rh ythmic precision 0 0 0 0 0 0 0 
11. To what extent has a cappella singing reinforced that which you have studied in the 
sight singing and ear-training portions of music theory courses that you have taken? 
Not reinforced Somewhat re inforced Reinforced Greatly reinforced N/A 
Trad it"ional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
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Section Three (cont'd) 
Perspectives on A Cappella - Student Version 
12. To what extent has a cap pella ensemble singing contributed to your independence as 
a musician (ability to function in an ensemble without relying on other singers around you 
for notes and rhythms)? 
Traditional 
Contemporary 
Not contributed Somewhat contributed 
0 0 
0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
13. To what extent has a cap pella singing developed your ability to compose, arrange and 
improvise vocal ensemble music? 
Compose Arrange Improvise 
Traditional 
Contemporary 
14. Please rate the following sources of your musical training to the degree that each has 
contributed to the development of your musical skills: (The same rating may be used for 
more than one row.) 
LCJINest Low Average High Highest N/A 
A Cappella Ensemble 0 0 0 0 0 0 
Singing (Traditional) 
A Cappella Ensemble 0 0 0 0 0 0 
Singing (Contemporary) 
Accompanied Ensemble 0 0 0 0 0 0 
Singing 
Applied Vocal Lessons 0 0 0 0 0 0 
Applied Instrumental 0 0 0 0 0 0 
Lessons 
Instrumental Ensemble 0 0 0 0 0 0 
Playing 
Music Theory Class (Sight 0 0 0 0 0 0 
Singing/Ear Training 
included) 
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Section Four- A Cappella Ensemble Singing and the Development of vocal 
Technique 
Perspectives on A Cappella - Student Version 
------ -- ---- - ------------ ----------------- --- --- -- -- -----------
4. A Cappella Ensemble Singing and the Development of Vocal Technique 
The following questions seek to identify the role that a cappella ensemble singing has played in the development of your 
vocal technique. 
1. To what extent do you feel a cappella ensemble singing has contributed to the 
development of your overall vocal technique? 
Traditional 
Contemporary 
Not contributed Somewhat contributed 
0 0 
0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
2. To what extent has a cappella ensemble singing reinforced that which you have studied 
in your applied voice lessons? 
Not reinforced Somewhat reinforced Reinforced Greatly reinforced N/A 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
3. Please identify the pitch range(s) that you use the most in a cappella singing: (Select all 
that apply.) 
Traditional 
Contemporary 
Lowest 
D 
D 
Low 
D 
D 
Middle 
D 
D 
High 
D 
D 
Highest 
D 
D 
N/A 
D 
D 
4. Please identify the vocal register that you use the most in a cappella ensemble singing: 
Traditional 
Contemporary 
Head Register 
0 
0 
Chest Register 
0 
0 
387 
Mixed Register 
0 
0 
N/A 
0 
0 
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Section Five- A Cappella Compared to Accompanied Ensemble Singing 
Perspectives on A Cappella - Student Version 
------------- ----- ----- ------- ---------- --- --- - - -~ -~-----
5. A Cappella Compared to Accompanied Ensemble Singing 
The following questions address specific issues related to a cappella singing compared to aocompanied singing. 
1. Please rate the level of challenge in singing a cappella compared to singing with 
accompaniment. 
Somewhat Jess Somewhat more 
Less challenging 
ch all e nging challengin g 
More chall enging 
T raditional 0 0 0 0 
Contemporary 0 0 0 0 
2. Please identify your level of interest in ensemble singing since beginning your 
undergraduate studies? 
A Cappella Accompani ed 
Traditional 
Contemporary 
N/A 
0 
0 
3. Please rate your level of commitment to ensembles that feature a cappella singing 
compared with ensembles that mainly perform with accompaniment. 
Significant ly less Less 
Approximately the 
More Significantly more N/A 
same 
T raditiona l 0 0 0 0 0 0 
Contemporary 0 0 0 0 0 0 
4. Please rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate vocal students intending to become music teachers. 
A Cappell a Accompanied 
T raditional 
Cant em porary 
5. Please rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate instrumental students intending to become music teachers. 
A Cappella Accompanied 
T radit ional 
Contemporary 
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Section Six - Background Information 
Perspectives on A Cappella - Student Version 
----------------------------------------- ---------
6. Background Information 
The remaining questions attempt to develop an understanding of the focus of your undergraduate studies and your 
background in a cappella singing. 
1. What is you class status? 
0 Freshman 
0 Sophomore 
0 Junior 
0 Senior 
other (please specify) 
2. Please describe the focus of your undergraduate training. 
0 Music Education Major 
0 Music Major (Performance) 
0 Music Major (other) 
0 Music Minor 
0 Not a Music Major or Minor 
3. Have you taken individual voice or instrument lessons for college credit? 
O ves 
4. If you've answered yes to the previous question, please identify the family of 
instruments in which you have studied for college credit: (Select all that apply.) 
D Voice 
D Keyboards 
D Strings 
D Brass 
D Woodwinds 
D Percussion 
D Electronic 
389 
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Section Six (cont'd) 
Perspectives on A Cappella - Student Version 
5. To which family does your primary instrument belong? 
0 V oice 
0 Keyboards 
0 Strings 
0 Brass 
0 Woodwinds 
0 Percussion 
0 Electronic 
6. When did you begin singing a cappella ensemble music? 
0 Pre-college 
0 Freshman 
0 Sophomore 
0 Junior 
0 Senior 
7. Please identify the type(s) of a cap pella singing in which you have participated since 
entering college: (Select all that apply.) 
D Traditional D Contemporary 
8. Which ensembles have been student directed? 
0 Traditional D Contemporary ON/A 
9. Was the student director of those ensemble a music major? 
o~ o ~ o ~ 
1 0. Please identify the size of the a cappella ensemble(s) in which you have sung. (Select 
all that apply.) 
Less than 20 
20.40 singers 40-60 singers 60-80 singers 80-100 singers More than 100 N/A 
singers singers 
Traditional D D D D D D D 
Contemporary D D D D D D D 
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Section Six (cont'd) 
Perspectives on A Cappella - Student Version 
11. What part(s) have you sung- Traditional ensemble? (Select all that apply) 
D Soprano 
D Alto 
D Tenor 
D Bass 
D Have f"!Ot sung in a T raditional ensemble. 
12. What part(s) have you sung- Contemporary ensemble? (Select all that apply.) 
D Lead 
D Backgrounds 
D Bass 
D Percussion 
D Have not sung In a Contemporary ensemble 
13. Please estimate how frequently a cappella singing is used in rehearsal during warm up 
exercises: (If you are in more than one ensemble, base you answer on only one of these 
ensembles.) 
Traditional 
Contemporary 
Never 
0 
0 
Infrequentl y 
0 
0 
391 
Somewhat frequently 
0 
0 
Frequently 
0 
0 
N/A 
0 
0 
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Section Seven - Thank You 
Perspectives on A Cappella - Student Version 
----------------------------------------------
7. Thank you! 
Many thanks for taking the time to fi ll out this questionnaire. I appreciate your efforts and your contributions to my 
research. 
Donald St. Jean 
Doctoral Student in Music Education 
Boston Universrty 
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Appendix U: Faculty Directors Survey- Final Version 
Section One - Cover Page 
Perspectives on A Cappella- Faculty Version 
1. Participant Information 
Project Title 
Perspectives on A Cappella: A mixed methods portrait of the benefits of unaocompanied singing on the development of 
the musical skills of undergraduate students 
Survey Participant Information 
You are being asked to participate in a survey, as part of my dissertation research in Music Education at Boston 
University. The purpose of the study is to learn your perceptions on how a cappella ensemble singing has contributed to 
the development of your students' musical skills. Results from this study will contribute to the existing body of knowledge 
on choral directing and may eventually serve to further techniques in the teaching of choral music at the college level. 
Your participation in this research is purely voluntary. The time it will take to complete this survey is approximately twelve 
minutes. You may refuse to answer any question and may stop the inquiry at any time. There are no known risks 
associated with participation in the study. All participants in this study must be at least 18 years of age. 
Your answers will be kept confidential, unless required by law or regulation, and will not be linked to your identity. The 
information collected will be published only in aggregated form (e.g., tables of information). No identifiable information will 
be included in any presentation or publication. To protect your anonymity, data will be separated from identifiable 
information by way of a feature of the SurveyMonkey program, . Neither I, as the principle investigator, nor my advisor will 
have aocess to your identification in connection with your responses. 
If you have questions regarding this research, either now or at any time in the future. please feel free to ask them. As the 
principal investigator, I, Donald St. Jean, would be happy to answer any questions you may have. You may contact me a 
401-822-1732 or at stjeand@bu.edu. Inquiries may also be. addressed to my faculty advisor- Dr. Richard Sunbury at 
rbunburry@bu.edu. You may obtain further information about your rights as a research subject by calling the BU CRC 
IRB Office at 617-358-6115. 
If you understand what your role is in this research, and are willing to participate in the online survey, please click the 
"Next" button at the bottom of the page to begin the questionnaire. If you decide not to participate, for any reason, simply 
close th is browser window. 
Thank you for your help! 
Donald St. Jean 
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Section Two - Instructions 
Perspectives on A Cappella- Faculty Version 
------------------------------------------------------
2. Participant Instructions 
Questions throughout this survey apply to two distinct genres of a cappella singing, Traditional and Contemporary. For 
purposes of this questionnaire, please consider the following definitions: 
Traditional refers to the type of singing one does in ensembles whose primary focus is on music from the Renaissance, 
Baroque, Classical, Romantic and Contemporary art music styles. 
Contemporary refers to the type of singing found in ensembles that are primarily focused on Rock, Radio Pop, Jazz, 
Country, and other styles of popular music. 
Important: If you have directed both Traditional and Contemporary a cappella ensembles, please provide separate 
answers for each genre. If you have not directed both Traditional and Contemporary a cappella ensembles, please select 
the N/A column for the genre that doesn't apply. 
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Section Three- A Cappella Ensemble Singing and the Development of Vocal, Aural 
and Music Reading Skills 
Perspectives on A Cappella - Faculty Version 
----------------------------------------------------------------------------------------
3. A Cappella Ensemble Singing and the Development of Vocal, Aural and Music 
R ••• 
The purpose of the items on th is page is to establ ish an understanding of your perceptions on the role that a cap pella 
ensemble singing has played in the development of your students' vocal, aural and music reading skills. 
1. To what extent do you feel that a cappella ensemble singing, in general, has contributed 
to the development of your students' musical skills? 
Traditiona l 
Contemporary 
Not contributed Somewhat contributed 
0 0 
0 0 
Contributed 
0 
0 
Greatly contributed 
0 
0 
N/A 
0 
0 
2. To what extent do you feel your students' intonation has improved as a result of a 
cappella singing? 
T raditional 
Contem porary 
Not improved 
0 
0 
Somewhat Improved 
0 
0 
Improved 
0 
0 
Greatly im proved 
0 
0 
N/A 
0 
0 
3. To what extent do you feel your students' tonal memory has improved as a result of a 
cappella singing? 
Traditi o nal 
Contemporary 
Nat improved 
0 
0 
Somewhat improv ed 
0 
0 
Imp rov ed 
0 
0 
Great! y improved 
0 
0 
N/A 
0 
0 
4. To what extent do you feel your students' sight singing has improved as a result of a 
cappella singing? 
Not Improved Somewhat imp roved Improved Greatly Improved N/A 
T raditiona l 0 0 0 0 0 
Contemporary 0 0 0 0 0 
5. To what extent do you feel your students' musical expressiveness has improved as a 
result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat Improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
N/A 
0 
0 
6. To what extent do you feel your students' rhythmic precision has improved as a result 
of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
395 
Improved 
0 
0 
Greatl y improved 
0 
0 
N/A 
0 
0 
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Section Three (cont'd) 
Perspectives on A Cappella - Faculty Version 
7. To what extent do you feel your students' vocal range and flexibility has improved as a 
result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly Improved 
0 
0 
8. To what extent do you feel your students' ability to interpret musical styles has 
improved as a result of a cappella singing? 
Traditional 
Contemporary 
Not improved 
0 
0 
Somewhat improved 
0 
0 
Improved 
0 
0 
Greatly improved 
0 
0 
9. Please rank your students' musical skills in order from most developed to least 
N/A 
0 
0 
N/A 
0 
0 
developed as a result of Traditional a cappella singing: (1 = most developed, 6 = least 
developed). Note: Numbers may be used only once. 
1 2 3 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal Range and Flexibility 0 0 0 0 0 0 0 
Musical Expressiveness 0 0 0 0 0 0 0 
Rhythmic Precision 0 0 0 0 0 0 0 
10. Please rank your students' musical skills in order from most developed to least 
developed as a result of Contemporary a cap pella singing: (1 = most developed, 6 = least 
developed). Note: Numbers may be used only once. 
2 3 4 5 6 N/A 
Intonation 0 0 0 0 0 0 0 
Tonal Memory 0 0 0 0 0 0 0 
Sight Singing 0 0 0 0 0 0 0 
Vocal range and flexibility 0 0 0 0 0 0 0 
Musical expressiveness 0 0 0 0 0 0 0 
Rhythmic Precision 0 0 0 0 0 0 0 
11. To what extent does a cappella choral singing contribute to your students• 
independence as musicians, with regard to their ability to function in an ensemble without 
relying on other singers around them for notes and rhythms? 
Does not contribute Somewhat contributes 
Traditional 0 0 
Contemporary 0 0 
396 
Contributes 
0 
0 
Greatly contributes 
0 
0 
N/A 
0 
0 
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Perspectives on A Cappella - Faculty Version 
12. To what extent does a cappella singing develop your students' ability to compose, 
arrange, and improvise vocal ensemble music? 
Compose A rrange Improvise 
Traditional 
Contemporary I 
13. Please rate the following sources of musical training to the degree that each 
contributes to the development of students" musical skills: (The same rating may be used 
for more than one row.) 
LOW" est Low Average High Highest N/A 
A Cappella Ensem ble 0 0 0 0 0 0 
Singing (Tradit ional) 
A Cappella Ensemble 0 0 0 0 0 0 
Singing (Contemporary) 
Accom p anied Ensemble 0 0 0 0 0 0 
Si nging 
Applied Vocal Lessons 0 0 0 0 0 0 
Applied Instrumental 0 0 0 0 0 0 
Lessons 
Instrumental Ensemble 0 0 0 0 0 0 
Playing 
Music Theory Class (Sight 0 0 
Singing/Ear Training 
0 0 0 0 
included) 
14. To what extent does a cappella ensemble singing contribute to the development of 
your students' overall vocal technique? 
Does not contribute Somewhat contributes Contributes Greatly contributes N/A 
T raditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
15. Please identify the vocal register that your students in each section use the most in a 
cappella ensemble singing: 
Sopranos Altos Tenors Basses 
T.raditional 
Contemporary 
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Section Four- A Cappella Compared to Accompanied Ensemble Singing 
Perspectives on A Cappella- Faculty Version 
. 
4. A Cappella Compared to Accompanied Ensemble Singing 
The following questions address specific issues related to a cappella singing compared to accompanied singing. 
1. Please rate the level of challenge to your students in singing a cappella compared to 
singing music that is accompanied by keyboard or other instruments. 
Somewhat less Somewhat more 
Less challenging 
challengi ng challengi ng More challenging 
Tradi tional 0 0 0 0 
Contemporary 0 0 0 0 
2. Please estimate your students' level of interest in a cappella ensemble singing 
compared to singing with accompaniment. 
Significantl y less Somewhat less 
Approximately the Significantly 
Somewhat greater 
same greater 
Traditional 0 0 0 0 0 
Contemporary 0 0 0 0 0 
N/A 
0 
0 
N/A 
0 
0 
3. Please estimate your students' level of commitment to ensembles in which they sing a 
cappella compared with those in whic h they sing with accompaniment. 
Significantly less Somewhat less 
A pproximately the 
Somewhat more Significantly more N/A 
same 
Traditional 0 0 0 0 0 0 
Contemporary 0 0 0 0 0 0 
4 . Please rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate vocal students intending to become music teachers. 
A Cappella Accompanied 
Traditional 
Contemporary 
5. Please rate the level of importance that participation in a singing ensemble has on the 
preparation of undergraduate instrumental students intending to become music t eachers. 
A Cappella Accompanied 
Traditional 
Contemporary 
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Section Five - Background Information 
Perspectives on A Cappella - Faculty Version 
--------------- ------------------------ -----------------
5. Background Information 
The remaining questions attempt to develop an understanding of the nature of your current position, and your background 
in a cappella singing. 
1. Please identify the level of singers in your ensembles. (Choose all that apply.) 
D Freshman 
D Soph omore 
D Jun ior 
0 Seni or 
D Graduate 
Other (please specify) 
2. How long have you directed college-level vocal ensembles? 
0 Less than 5 years 
0 5-1 0years 
0 1 Q-20 years 
0 More than 20 years 
3. How long have you been at your current position? 
0 Less than 5 years 
0 5-10years 
0 1 Q-20 years 
0 More than 20 years 
4. Please identify the size of the ensembles that you direct, where a cappella singing is 
employed. (Select all that apply.) 
Less than 20 More than 100 
singers 
20-40 singers 40-60 singers 60-80 singers SQ-100 singers N/A 
singers 
Traditional D D D D D D D 
Con tern porary D D D D D D D 
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Section Five (cont'd) 
Perspectives on A Cappella - Faculty Version 
5. Please estimate the percentage of music majors in your ensemble: (If you direct more 
than one ensemble, base your answer on only one of these ensembles.) 
Traditional 
Contemporary 
Less that 10% 
0 
0 
10·25% 
0 
0 
25·50% 
0 
0 
50-75% 
0 
0 
75-100% 
0 
0 
NIA 
0 
0 
6. Please estimate how frequently you use a cap pella singing in rehearsal during warm up 
exercises: (If you direct more than one ensemble, base your answer on only one of these 
ensembles.) 
Traditional 
Contemporary 
Never 
0 
0 
infrequently 
0 
0 
Somewhat frequently 
0 
0 
Frequently 
0 
0 
NIA 
0 
0 
7. Please estimate how frequently you use a cap pella singing in rehearsing pieces that will 
eventually be performed with accompaniment. (If you direct more than one ensemble, base 
your answer on only one of these ensembles.) 
Traditional 
Contemporary 
Never 
0 
0 
infrequently 
0 
0 
Somewhat frequently 
0 
0 
Frequently 
0 
0 
8. Do you oversee any a cappella ensembles that are student directed? 
Traditional 
Contemporary 
Yes 
0 
0 
9. If yes, does the student director major in music? 
Q Yes 
QNa 
Q Not applicable 
No 
0 
0 
NIA 
0 
0 
NIA 
0 
0 
1 0. Are student-directed ensembles included on the concert programs of the ensembles 
that you direct? 
Yes No NIA 
Tradit"ional 0 0 0 
Contemporary 0 0 0 
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Section Five (cont'd) 
Perspectives on A Cappella- Faculty Version 
11. Please describe the focus of your training. (Choose all that apply.) 
D Music Education 
D Perfo""ance 
D Conducting 
D Musicology 
D Composition 
Other (please specify) 
12. To which family does your primary instrument belong? 
0 Voice 
0 Keyboards 
0 Strings 
0 Brass 
0 Woodwinds 
0 Percussion 
0 Electronic 
13. Have you studied pedagogy for teaching voice? 
Traditional 
Cent em porary 
Yes 
D 
D 
No 
D 
D 
14. Please identify the type(s) of a cappella ensemble singing in which you participated 
when you were in college (undergraduate or graduate): (Select all that apply.) 
D Traditional 
D Contemporary 
D Faculty directed 
D Student Directed 
other (please specffy) 
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Section Six - Thank You 
Perspectives on A Cappella - Faculty Version 
---------- - --- ---- ---- --- --- --- ~~ ~--- -- - -- -
6. Thank you! 
Many thanks for taking the time to fill out this questionnaire. I appreciate your efforts and your contributions to my 
research. 
Donald St. Jean 
Doctoral student 
Boston Universtty 
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Appendix V: CollegeBoard Permission Correspondence 
On 2/1/10 2:27PM, "permission" <permission@collegeboard.org> wrote: 
Hello again Mr. St. Jean, 
Please disregard the e-mail I just sent as it was intended for another requestor. I 
apologize for the confusion. Your request to use the College Board's College 
MatchMaker feature to identify the specified colleges and universities for research 
purposes is hereby APPROVED provided you include, where relevant, the following 
copyright citation: 
Source: Data derived using the College Board's College MatchMaker. 
www.collegeboard.com <http://www.collegeboard.com> . 
If you have any questions or need any additional information, please let me know. 
Regards, 
Meriwether 
Meriwether K. Schas 
Copyright and Trademark Permission Requests 
The College Board 
45 Columbus Ave. 
New York, NY 10023-6992 
Ph. {212} 649-8421 
Fix. (212) 713-8036 
permission@college <mailto:permission@college> board.org <http://board.org/> 
www.college <http://www.college/> board .com <http://board.com/> 
connect to college success(r) 
This message is being sent by or on behalf of a lawyer. This e-mail message and any 
attachments to it are intended only for the named recipients and may contain privileged, 
proprietary and/or confidential information. If you are not one of the intended 
recipients, please do not duplicate or forward this e-mail message and immediately 
delete it from your computer. 
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Appendix W: IRB Materials - Approval of Amended Initial Correspondence 
(Phase Two) 
Boston University Charles River Campus Institutional Review Board 
25 Buick Street 
Room 154 
Boston, Massachusetts 02215 
T 617-358-6115 
www.bu.edu/irb 
lRB File# 2359X (amendment I) 
LH l'-. I< li'.: 
I ""'-. \1 I I ) 
Tille: "Perspectives on A Cappella: A Mixed Methods Portrait of the Benefits of Unaccompanied Singing on the 
Development of the Musical Skills of Undergraduate Students" 
May 5, 201 I 
Mr. Donald St. Jean 
DMA Candidate 
College of Fine Arts 
Mailing Address: 
53 Hill Street 
Coventry, Rl 02816 
Dear Mr. St. Jean: 
The Charles River Campus Institutional Review Board has completed its review of your amendment for 
the project referenced above. The amendment requested revisions to the recruitment emails sent to the 
subjects. Approval of the amendment was granted by the expedited review process in accordance with 
Federal Regulation 45 CFR 46.110. The approved emails have been stamped and attached. 
Any changes or modifications to the protocol as now approved must be reported to and acted upon by the 
IRB prior to implementation. Please call me at 617/358-6115 if you have any questions or if l can be of 
further assistance. 
Si~  /' f!j.., ~~a~ 
IRB analyst ( U 
Boston University 
cc: Professor Richard Sunbury, CFA 
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Faculty Directors 
Dear 
---
I hope that this correspondence finds you well and that you are experiencing a rewarding 
semester. 
As part of my dissertation research in Music Education at Boston University, I am 
conducting a survey of collegiate choral directors and their students. This research 
attempts to identify the benefits of a cappella ensemble singing with regard to the musical 
development of undergraduate students, from the perspectives of the individuals 
involved. Your experience as a choral director would enable you to provide information 
on this topic that would be highly beneficial to my research. I ask for your help with this 
project in the following ways: 
• Kindly acknowledge your willingness to participate in this study by replying to this 
message by (insert date). 
• Complete an online survey of approximately twelve minutes in length by (insert date). 
This survey explores your perceptions of the role that a cappella ensemble singing 
plays in the development of your students' musical skills. (A paper version is 
available upon request.) 
• Forward the attached explanation and link to the student version of the survey to all of 
the singers in one of your ensembles by (insert date). Words of encouragement to 
your students to complete the online survey would be appreciated. If you direct 
more than one vocal ensemble, please choose one to participate in the research 
study. 
The information that you and your students provide will be considered sensitive and will 
be treated with extreme care. Every effort will be made to protect your anonymity. 
Through the use of a third-party online research service, identifying information is 
separated from the actual data collected, and will not be made available to me or to my 
advisor. Written reports will present only aggregated data in the form of charts and tables. 
Your insight on the topic of a cappella singing is of great interest to me. For further 
details on the research study and to be directed to the online questionnaire, please click 
on the following link: 
(insert link) 
Thank you for your consideration. I look forward to hearing from you. 
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Sincerely, 
Donald St. Jean 
Doctoral Candidate in Music Education 
Boston University 
stjeand@bu.edu 
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Appendix Y: IRB Materials- Follow-up Correspondence with Non-Responding 
Directors (Phase Two) 
Dear 
---
Recently, I contacted you by email to request your participation in a study on identifying 
the benefits of a cappella singing to undergraduate students. This is simply a reminder 
that your perceptions on this topic are of interest to me in my dissertation research and 
that your participation in this study would be appreciated. Following is a copy of my 
initial message containing further details of the research project and of what your 
participation in this study would entail: 
As part of my dissertation research in Music Education at Boston University, I am 
conducting a survey of collegiate choral directors and their students. This research 
attempts to identify the benefits of a cappella ensemble singing with regard to the 
musical development of undergraduate students, from the perspectives of the 
individuals involved. Your experience as a choral director would enable you to 
provide information on this topic that would be highly beneficial to my research. I 
ask for your help with this project in the following ways: 
• Kindly acknowledge your willingness to participate in this study by 
replying to this message by (insert date). 
• Complete an online survey of approximately twelve minutes in length by 
(insert date). This survey explores your perceptions of the role that a 
cappella ensemble singing plays in the development of your students' 
musical skills. (A paper version is available upon request.) 
• Forward the attached explanation and link to the student version of the 
survey to all of the singers in one of your ensembles by (insert date). 
Words of encouragement to your students to complete the online survey 
would be appreciated. If you direct more than one vocal ensemble, please 
choose one to participate in the research study. 
The information that you and your students provide will be considered sensitive and will 
be treated with extreme care. Every effort will be made to protect your anonymity. 
Through the use of a third-party online research service, identifying information is 
separated from the actual data collected, and will not be made available to me or to my 
advisor. Written reports will present only aggregated data in the form of charts and tables. 
Your participation and the participation of your students in this research project are truly 
appreciated. For further details and to be directed to the online questionnaire, please click 
on the following link: (insert link) 
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Thanks again for your consideration. I look forward to hearing from you. 
Sincerely, 
Donald St. Jean 
Doctoral Student in Music Education 
Boston University 
stjeand@bu.edu 
stjeand@salve.edu 
401.822.1732 
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Appendix Z: IRB Materials- Initial Email Correspondence with Student Chorus 
Members (forwarded as an email attachment by their ensemble director) 
Dear Chorus Member, 
As part of my dissertation research in Music Education at Boston University, I am 
conducting a survey of collegiate choral directors and their students. This research 
attempts to identify the benefits of a cappella ensemble singing toward the musical 
development of undergraduate students, from the perspectives of the individuals 
involved. The experience that you've gained from singing in your college choral 
ensembles would enable you to provide information on this topic that would be beneficial 
to my research. I ask for your participation in this survey by completing an online 
questionnaire of approximately twelve minutes in length. Items covered in the 
questionnaire will explore your perceptions on the role that a cappella ensemble singing 
has played in the development of your musical skills. 
The information that you provide will be considered sensitive and will be treated 
with extreme care. Every effort will be made to protect your anonymity. Through the use 
of a third-party online research service, identifying information is separated from the 
actual data collected, and will not be made available to me or to my advisor. Written 
reports will present only aggregated data in the form of charts and tables. 
Your insight on the topic of a cappella singing is of great interest to me. I ask 
that you kindly consider my request to participate in this study and that you 
complete the online survey by <insert date>. For further details on the survey and to be 
directed to the online questionnaire, please click on the following link: (insert link) 
Thank you for your help with my research. 
Sincerely, 
Donald St. Jean 
Doctoral Student in Music Education 
Boston University 
stjeand@bu.edu 
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Appendix AA: IRB Materials- Completion Reports Collaborative Institutional 
Training Initiative (CITI) 
Completion Report 7/ 27/ 10 2 :14PM 
CITI Collaborative Institutional Training Initiative 
Human Subjects Protection Training: Social & Behavioral Focus Curriculum 
Completion Report 
Printed on 7/27/2010 
Learner: Donald StJean (username: stjeand) 
Institution: Boston University 
Contact Information Department music 
Email: stjeand@salve.edu 
Human Subjects Protection Training: Social & Behavioral Focus: 
Stage 1. Basic Course Passed on 07/27/10 (Ref#4465272) 
Date 
Required Modules Completed Score 
Belmont Report and CIT! Course Introduction 07/21/10 3/3 (100%) 
Students in Research - SBR 07/21/10 10/10 (100%) 
History and Ethical Principles - SBR 07/21/10 4/4 (100%) 
Defining Research with Human Subjects - SBR 07/21/10 5/5 (100%) 
The Regulations and The Social and Behavioral 07/21/10 5/5 (1 00%) 
Sciences- SBR 
Assessing Risk in Social and Behavioral Sciences- 07/21/10 5/5 (100%) 
SBR 
Informed Consent- SBR 07/21/10 5/5 (100%) 
Privacy and Confidentiality - SBR 07/22/10 3/3 (100%) 
Research with Prisoners - SBR 07/22/10 4/4 (100%) 
Research with Children- SBR 07/23/10 4/4 (100%) 
Research in Public Elementary and Secondary 07/24/10 4/4 (100%) 
Schools - SBR 
International Research - SBR 07/24/10 3/3 (100%) 
International Research 07/24/10 1/1 (100%) 
Internet Research- SBR 07/25/10 4/4 (100%) 
Human Subjects Research at the VA 07/26/10 3/3 (100%) 
HIPAA and Human Subjects Research 07/26/10 2/2 (100%) 
[Workers as Research Subjects-A Vulnerable 07/26/10 4/4 (100%) 
Population 
HotTopics 07/27/10 no quiz 
Conflicts of Interest in Research Involving Human 07/27/10 2/2 (100%) 
Subjects 
The IRB Member Module- "What Every New IRB 07/27/10 6/6 (100%) 
Member Needs to Know" 
htt ps:/ /www. cit ipro gram.org[ rT!embers/ learn ers ll I crbystage .asp ?str ... I D • C82 0180 0 - 5405-466A- 8890-FEEB DAA070Fl-63 7 499 3&grad eb o ok- 3 2 3 3 8 
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Page 1 of 2 
c;ompletion Report 
!Boston University I 07/27/10 I no quiz 
For this Completion Report to be valid, the learner listed above must be 
affiliated with a CITI participating institution. Falsified information and 
unauthorized use of the CITI course site is unethical, and may be 
considered scientific misconduct by your institution. 
Paul Braunschweiger Ph.D. 
Professor, University of Miami 
Director Office of Research Education 
CITI Course Coordinator 
htt ps:/ / www .cit iprogr am.org/ memb ers/ learners'll I crbystage .asp?str ... 1 D = CSZ 0180 D- 540 5- 466A- .B B90- FEEB DAAb7 DFl-63 7 499 3&grad eb ook- 3 2 3 3 8 
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7/ 27/ 10 2:14PM 
Page :2 of 2 
Completion Rep ort 7/ 29/ 10 4 :52 PM 
CITI Collaborative Institutional Training Initiative (OTI) 
RCR for Graduate Students and Post-Docs Doing Social & Behavioral 
Research Curriculum Completion Report 
Printed on 7/29/2010 
Learner: Donald St Jean (username: stjeand) 
Institution: Boston University 
Contact Information Department: music 
Email : stjeand@salve.edu 
RCR for Graduate Students and Post-Docs Doing Social & Behavioral 
Research: 
Stage 1. Stage 1 Passed on 07/29/10 (Ref# 4465271) 
Date 
Required Modules Completed Score 
Introduction to the Responsible Conduct of Research 07/27/10 no quiz 
Boston University 07/27/10 no quiz 
Research Misconduct 1-1215 07/28/10 5/5 (100%) 
Data Acquisition, Management, Sharing and Ownership 07/28/10 5/5 (100%) 
1-1308 
Publication Practices and Responsible Authorship 1-138o 07/28/10 5/5 (100%) 
Peer Review 1-1368 07/28/10 5/5 (1 00%) 
Mentor and Trainee Responsibilities o12341250 07/29/10 6/6 (1 00%) 
Animal Welfare 13301 07/29/10 8/8 (100%) 
Conflicts of Interest and Commitment 1-1622 07/29/10 6/6 (100%) 
Collaborative Research 1-145o 07/29/10 6/6 (100%) 
Human Subjects 13566 07/29/10 9/11 (82%) 
For this Completion Report to be valid, the learner listed above must be 
affiliated with a CITI participating institution. Falsified information and 
unauthorized use of the CITI course site is unethical, and may be 
considered scientific misconduct by your institution. 
Paul Braunschweiger Ph.D. 
Professor, University of Miami 
Director Office of Research Education 
CITI Course Coordinator 
ht t ps :/ / www .c it iprog ram.org/ memb ers/ learnersll / crbystage .asp?str ... 1 0 = 7876 096 3-Q41 F - 43 0 7- 83 S 0- FOA317CC522 7- 63 91463&gradeb ook • 3194 8 
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Appendix AB: Tables- Coding Procedures 
Table ABl 
Excel Format for Sorting and Coding 
A B C D 
Question Number Participant's Initials Questions Text Segments 
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E 
Codes 
Table AB2 
In Vivo Codes and Researcher-Assigned Codes (Interviews) 
Topic Category 
Precision 
Personal attributes 
Hearing 
Piano in rehearsal 
Ensemble Experience 
Rhythm 
Tonal Memory 
In Vivo Codes 
"Intonation" 
"More perfect intonation" 
"Ear-training" 
"Tuning" 
"Ownership" 
"Take risks" 
"Trust" 
"Self-reliance" 
"Responsibility" 
"Confidence" 
"Independence" 
"Preparation" 
"Sense of accomplishment" 
"Cooperation" 
"Inner Ear" 
"Internal hearing" 
"Internalize the music" 
"Interval recognition" 
"Audiation" 
"Listening to each other" 
"Hear others clearer" 
"Reinforce pitches rehearse 
previously" 
"Demonstrating the line" 
"Take the piano away early" 
"Should be independent of the 
vocal expression that is 
unique to the voice" 
"Consistency among 
members" 
"Communication" 
"Rely on others" 
"Connection to the group" 
"Work with each other" 
"Human response to the 
voice" 
"Motivation and drive of the 
rhythm" 
"Synchronize" 
"Remembering how a pitch 
feels" 
"Cognition is 
increased ... without piano" 
"Singing from memory" 
414 
Researcher-assigned Codes 
Intonation 
Ear-training 
Proficiency implies interest 
Independence 
Challenge 
Motivation 
Responsibility 
Independence 
Self-reliance 
Aptitude 
Level of interest 
Listening 
Awareness 
Hearing 
Role of piano in teaching 
Reinforce pitches 
Ensemble experience 
Communication (between group 
members) 
Reliance on groups members 
Cooperation 
Rhythm 
Tied to intonation 
Tonal memory 
Color 
Yellow 
Highlight 
Bright Green 
Highlight 
Turquoise 
Highlight 
Purple 
Highlight 
Dark Teal 
Highlight 
Light Gray 
Highlight 
Dark Gray 
Highlight 
Musical Expressivity 
Sight Singing 
Teaching and Learning 
Composing, 
Improvising Arranging, 
Promotion and Support 
Vocal Technique 
Genre 
-Traditional 
- Contemporary 
"Phrasing" 
"Balance" 
"Dynamics" 
"Contrast" 
"Vocal nuance" 
"Sight Singing" 
"Solfege" 
"Learn from your mistakes" 
"Modeling" 
"Speaking text" 
"Students in music education 
should know both traditional 
and contemporary." 
"Cognition" 
"Arranging" 
"Improvising" 
"Faculty support" 
"No funding for contemporary 
a cappella" 
"Wise ear" 
"A cappella government" 
"Tool for bringing music to 
campuses" 
"Encouraged by the 
curriculum" 
"More visibility" 
"Straight tone" 
"Blend" 
"Expanded range" 
"Vocal control" 
"Listening for the natural 
vibrato of the voice" 
"No over-singing, no 
competition" 
"Traditional" 
- "More chamber ensembles" 
"Contemporary" 
- "Syllables make style 
unique" 
- "Brighter sound" 
- "Only opportunity to sing 
music of this type" 
- "Has helped my lower 
range" 
- "Forward placement" 
- "Mixed belting" 
- "Opportunity to improvise" 
- "Appeals more to the 
general public" 
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Musical expressivity 
Styles 
Interpretation 
Emulation 
Articulation 
Sight singing 
Learning modes 
Teaching 
Instrumentalists' involvement 
Cognition 
Arranging 
Improvising 
Recognition 
Institutional support 
Faculty support 
Contemporary 
- insignificant institutional and 
faculty support 
- promotional tool for music 
curriculum 
Role in the curriculum 
Vocal range and flexibility 
Tone quality 
Full tone 
Blend 
Vocal technique 
Diction 
Traditional 
-Phrasing 
- Institutional and faculty 
support 
- Chamber ensembles 
Contemporary 
-Vocables 
-Emulation 
- Beat Boxing 
-Belting 
Genre versus style 
Dark Green 
Highlight 
Red 
Highlight 
Dark Red 
Highlight 
Pink 
Highlight 
Lime Green 
Text 
Olive Text 
Purple Text 
Vocal/Instrumental 
Music-Educ. Majors 
Dissenting Opinion 
"The band students are not 
able to sing in tune." 
"It's essential for any teacher 
to be able to sing a cappella in 
tune." 
"Should be required of 
instrumentalists" 
"Vocal range is not affected 
by a cappella." 
"There aren't any [skills] 
specific to a cappella." 
"Due to the persistence and 
responsibility of the director 
[notto a cappella]" 
"Sight singing and expression 
aren't ... related to a 
cappella ... " 
"Not necessarily more 
difficult" 
416 
Vocal/ instrumental students 
discrepancy in abilities 
Mandated for instrumentalists 
Not unique to a cappella 
Brick Red 
Blue Text 
Table AB3 
Example of Major Theme: Cooperation 
Code Question Topic 
Cooperation Targeted skills 
Student 
Interviews 
X 
Student 
Focus 
Groups 
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Faculty 
Interviews 
X 
Graduate 
Interviews 
X 
Observations 
Table AB4 
Example of Minor Theme: Personal Attributes 
Code Question Student Student Faculty Graduate Observations 
Topic Interviews Focus Interviews Interviews 
Groups 
Challenge brings Targeted X 
sense of achievement skills 
Personal Most X 
accomplishment developed 
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Table ABS 
Broad Themes (Second Order Abstraction) 
Topic Broad Themes Themes Major Ordinary Unexpected Hard to 
(Second Order Classify 
Abstraction) 
General impact Ensemble Ensemble X X 
of a cap on skills experience experience X 
Use in warm-up 
exercise and 
learning 
accompanied 
music 
Knowledge of Genre Genre versus style X X 
musical styles Rhythmic X 
accuracy X 
Traditional versus 
contemporary X X 
Expressivity 
A Cap in Hearing Hearing X X 
learning -Internal hearing 
accompanied, -Listening to one 
music another versus 
General impact piano 
on skills -Audiation X X 
Targeted skills Ear training X X 
Tonal memory 
General impact Personal Independence X X 
of a cap on skills attributes -From reliance on X 
others X 
Philosophical -From piano X 
Targeted skills Responsibility X 
Cooperation X 
Confidence X 
General impact Precision Intonation X X X 
of a cap on skills Sight singing X X X 
Rhythm X X 
Level of Level of ability- X 
challenge vocal versus instr. 
A cappella in students 
warm-ups Importance for X 
Reinforces music music education 
theory students X 
Importance for Reinforcement of 
teachers in music theory class 
training 
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Ideal Learning Promotion and Role of a cappella X X 
Environment support in curriculum 
Significant role of X 
a cappella in ideal 
learning 
environment 
Knowledge of Vocal technique Vocal Technique X X 
musical styles Range X X X 
Tone Quality X X 
-Vibrato 
-Nonsense 
syllables 
-Blend 
-Resonance X 
Reinforcement of 
vocal lessons 
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Table AB 6 
Musical Demographic Information from Student and Graduate Groups 
Student (6) Focus Graduates (5) 
Groups (27) 
Music Majors 3 18 5 
Primarily Vocal 6 27 2 
Primarily 0 0 3 
Instrumental 
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Table AB7 
Musical Demographic Information: Engagement in A Cappella Genres 
Students ( 6) Faculty Directors Graduates (5) 
(8) 
Traditional 5 8 5 
Contemporary 5 1-3 2 
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Table AB8 
Interview and Observation Codes/Themes Between Groups: Use in Warm-up Exercises 
Codes Student Student Faculty Observations Graduate 
Interviews Focus Interviews Interviews 
Groups 
Intonation* X X X X X 
Ear-Training* X X X X X 
Hear others X X X 
clearer/ 
Listening* 
Connection to X 
group 
Blend X 
Use of Piano* X X X 
(* Indicates emergence of a theme) 
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Table AB9 
Interview and Observation Codes/Themes Between Groups: Use of a cappella in 
rehearsing accompanied music 
Codes Student Student Faculty Observations Graduate 
Interviews Focus Interviews Interviews 
Groups 
Internalize the X 
music 
Intonation* X X X 
Sight singing X 
Hearing* X X X 
Responsibility X 
Balance X 
Confidence* X X 
Vocal control X 
Ensemble X 
Experience 
Take the piano X 
away early 
Preparation X 
Speaking text in X 
rhythm 
Blend X 
(* Indicates emergence of a theme) 
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Table ABlO 
Interview and Observation Codes/Themes Between Groups: General impact of a cappella 
on musical skills 
Codes Student Student Faculty Observations Graduate 
Interviews Focus Interviews Interviews 
Groups 
Hearing/listening* X X X X 
Blend* X X 
Ear-training* X 
Rhythm X X X X X 
-Synchronizing* 
Sight singing* X X X X X 
Confidence* X X 
Audiation X 
Responsibility* X X X 
Self-reliance/ X X X X 
independence from the 
piano* 
Musical expressivity* X X 
Vocal technique X X X 
- range, flexibility* 
Tonal memory* X X X 
Opposing view X 
-Not exclusive to 
a cappella 
-Directors' res12onsibili!J: 
Ensemble experience* X X X 
-Human response to the 
voice 
Intonation* X X X X 
Balance X 
Arranging/Improvising X 
Different way of learning X 
Traditional X 
Contemporary X 
(* Indicates emergence of a theme) 
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Table ABll 
Interview and Observation Codes/Themes Between Groups: Targeted Musical Skills 
Codes Student Student Faculty Observations Graduate 
Interviews Focus Groups Interviews Interviews 
Remembering how a pitch X 
feels (tonal memory) 
Tuning to each other X X X X 
-Better tuning 
(intonation)* 
Cooperation* X X X X 
Responsibility X 
Function-based method of X 
sight singing 
Hearing other parts* X X X 
Internalizing rhythm* X X X 
Solidifying rhythm X 
Rhythmic drive without X 
piano 
Collective rhythmic drive X X X 
Communication with X 
audience is essential 
(expressivity) 
Expressive contrast X 
depends on singer 
(expressivity) 
Improvisation X 
Vocal range and X X X X X 
flexibility* 
-Wider range 
-Vocal registration 
-Resonance 
-Diction 
Interval awareness X 
High Aptitude of X 
Contemporary singers 
High Aptitude of X 
Traditional singers 
Cognition increased X 
Challenge brings sense of X 
achievement 
Encourages taking risks X 
Consistent diction (vocal X 
range and flexibility) 
Opposing view X 
-Only intonation unique to 
a cappella 
(* Indicates emergence of a theme) 
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Table AB12 
Interview and Observation Codes/Themes Between Groups- Reinforcement of Individual 
Lessons 
Codes 
Intonation* 
Inner hearing * 
Confidence* 
Vocal Technique* 
-Natural way to 
produce sound 
-Vowel shaping 
-Tone color 
-Range 
-Resonance 
Opposing view 
-Not unique to a 
cap* 
Student 
Interviews 
X 
X 
X 
X 
(* Indicates emergence of a theme) 
Student Faculty Observations Graduate 
Focus Interviews Interviews 
Groups 
X X X 
X 
X 
X X X 
X 
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Table AB13 
Interview and Observation Codes/Themes Between Groups: Reinforcement of Music 
Theory 
Codes Student Student Focus Faculty Observations Graduate 
Interviews Groups Interviews Interviews 
Inner hearing* X X X 
Sight singing* X X X 
(* Indicates emergence of a theme) 
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Table AB14 
Interview and Observation Codes/Themes Between Groups: Level of Challenge 
Codes 
Responsibility* 
Intonation* 
Rhythm and genre 
Dissenting opinion* 
-Depends on the group 
-Depends on style 
-Only in the learning process 
-Not rh hm 
Independence 
Student 
Interviews 
X 
X 
X 
Musical expressivity* X 
-Phrase shaping 
-Dynamics 
-Awareness of stylistic 
techni ues 
(* Indicates emergence of a theme) 
Student 
Focus 
Groups 
X 
X 
X 
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Faculty 
Interviews 
X 
X 
X 
X 
Observations Graduate 
Interviews 
X 
X 
Table AB15 
Interview and Observation Codes/Themes Between Groups: Interest Level 
Codes Student Student Faculty Observations Graduate 
Interviews Focus Interviews Interviews 
Groups 
Proficiency implies interest X NIA NIA X 
level* 
Level of comfort implies NIA NIA X 
interest level 
(* Indicates emergence of a theme) 
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Table AB16 
Interview and Observation Codes/Themes Between Groups: Knowledge of Musical Styles 
Codes 
Genre v. style* 
Vocal technique* 
-Tone quality 
-Resonance 
-Vibrato v. straight 
-Nonsense syllables 
-Range 
Interest 
-Opportunity to sing 
contemporary music* 
Dissenting opinion 
-Related to genre, not a 
cappella 
Student 
Interviews 
X 
X 
(* Indicates emergence of a theme) 
Student 
Focus 
Groups 
X 
X 
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Faculty Observations 
Interviews 
X 
X X 
X 
Graduate 
Interviews 
X 
X 
X 
Table AB17 
Interview and Observation Codes/Themes Between Groups: Importance for Music 
Education Students 
Codes Student Student Faculty Observations Graduate 
Interviews Focus Interviews Interviews 
Groups 
Discrepancy between vocal X X N/A X 
and instrumental students in 
teaching* 
Singing's connection to X X X N/A 
audiation* 
Intonation* X N/A X 
Traditional and contemporary X N/A 
Learning styles X N/A 
-A cappella v. accompanied 
Vocal X N/A 
-Tone color 
Proper Modeling* X N/A X 
Confidence* X N/A 
Independence* X N/A X 
Dissenting Opinion X N/A 
-Not more than accompanied 
singing 
(* Indicates emergence of a theme) 
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Table AB 18 
Interview and Observation Codes/Themes Between Groups: Ideal Learning Environment 
Codes Student Student Faculty Observations Graduate 
Interviews Focus Interviews Interviews 
Groups 
Significant role in X X N/A X 
undergraduate learning 
environment* 
Traditional and X X N/A 
contemporary* 
Institutional and faculty X X N/A 
support* 
-Practice and performance 
venues 
-Faculty mentors 
-Visibility 
-Financial 
Promotional tool for music X X N/A 
curriculum* 
More chamber groups X N/A 
-Traditional a cappella 
Independence N/A X 
Confidence N/A X 
Responsibility N/A X 
Minimum of two semesters X N/A 
mandated for instrumentalists 
More challenging repertoire X N/A 
Course in traditional and NIA X 
contemporary a cappella 
Student-focused N/A X 
Autonomy X N/A 
(* Indicates emergence of a theme) 
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Table AB19 
Interview and Observation Codes/Themes Between Questions: Proficiency 
Codes Question Student Student Focus Faculty Graduate Observations 
Topic Interviews Groups Interviews Interviews 
Intonation Warm-ups X X X X X 
Intonation A cap / X X X 
accompan-ied 
Intonation General X X X X 
impact on 
skills 
Intonation Most X X X X X 
developed 
targeted skills 
Intonation Reinforces X X X 
lessons 
Intonation Level of X X X 
challenge 
Intonation Importance X X 
for teachers-
in-training 
Tuning to Targeted X X X 
each other skills 
- Better 
tuning 
Unique Most X 
collective developed 
tuning 
process 
Ear-Training Warm-ups X X X X X 
Ear-training General X 
impact on 
skills 
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Table AB 20 
Interview and Observation Codes/Themes Between Questions: Personal Attributes 
Codes Question Topic Student Student Faculty Graduate Observation 
Interviews Focus Interviews Interview 
Groups 
Responsibility A cappella v. X 
accompanied 
Responsibility Philosophical X X X 
Responsibility General impact X X X 
on skills 
Responsibility Targeted skills X 
Responsibility Most developed X 
Responsibility Level of X X 
challenge 
Responsibility Ideal learning X 
environment 
Ownership Philosophical X 
Preparation A cappella v. X 
accompanied 
Confidence A cappella v. X X 
accompanied 
Confidence General impact X X 
on skills 
Confidence Reinforces X X 
lessons 
Confidence Importance for X 
music education 
majors 
Confidence Ideal learning X 
environment 
Self-confidence Philosophical X 
Encourages taking Targeted skills X 
risks (confidence) 
Teachers' reluctance Graduates' X 
to use a cappella teaching a 
-Lack of confidence cappella 
-Additional vocal 
effort 
Independence Philosophical X X 
Independence Level of X 
challenge 
Independence Importance for X X 
teachers-in-
training 
Independence Ideal learning X 
environment 
Independence from General impact X X X 
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piano, self-re liance on skills 
Proficiency implies Interest X X 
interest level assessment 
High Aptitude of Targeted skills X 
Contemporary 
singers 
High Aptitude of Targeted skills X 
Traditional singers 
Challenge brings Targeted skills X 
sense of 
achievement 
Personal Most developed X 
accomplishment 
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Table AB21 
Interview and Observation Codes/Themes Between Questions: Inner Hearing 
Codes Question Topic Student Student Faculty Graduate Observations 
Interviews Focus Interviews Interviews 
Groups 
Hear others Warm-ups X X X 
clearer 
Listening 
Hearing A cappella X X X 
accompaniment 
Hearing Philosophical X 
Hearing/ General impact on X X X X 
listening skills 
Hearing other Targeted skills X X 
parts 
Hearing Most developed X 
Internalize the A cappella X 
music accompaniment 
Audiation Philosophical X 
Audiation General impact on X 
skills 
Singing's Importance for X X X 
connection to teachers-in-training 
audiation 
Inner hearing Reinforces lessons X X 
Inner hearing Reinforces music X X X 
theory 
Internal hearing Most developed X 
Interval Targeted skills X 
awareness 
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Table AB22 
Interview and Observation Codes/Themes Between Questions: Vocal Production 
Codes Question Topic Student Student Faculty Graduate Observations 
Interviews Focus Interviews Interviews 
Groups 
Blend Warm-ups X 
Blend A cap I X 
accompanied 
Blend General impact X X 
on skills 
Blend Most developed X 
Vocal control A cap / X 
(tone) accompanied 
Vocal Importance for X 
(tone color) teachers-in-
training 
Vocal tone Most developed X 
consistency 
Vocal Technique Reinforces X X X 
-Natural way to lessons 
produce sound 
-Vowel shaping 
-Tone color 
-Range 
-Resonance 
Vocal technique Knowledge of X X X X X 
-Tone quality styles 
-Resonance 
-Vibrato v. 
straight 
-Nonsense 
syllables 
-Range 
Vocal technique General impact X X X 
-Range, on skills 
flexibility 
Wider range Targeted skills X X X 
Vocal range and Most developed X X 
flexibility - Targeted skills 
Vocal Targeted skills X 
registration 
Resonance Targeted skills X 
Consistent Targeted skills X 
diction 
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Table AB23 
Interview and Observation Codes/Themes Between Questions: Sight Singing 
Codes Question Topic Student Student Faculty Graduate Observations 
Interviews Focus Interviews Interviews 
Groups 
Sight Singing General impact on X X X X X 
skills 
Function-based Targeted skills X 
method of sight 
singing 
Sight singing Most developed X X X X 
-Targeted 
Sight singing A cappella I X 
accompaniment 
Sight singing Reinforces music X X X 
theory 
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Table AB24 
Interview and Observation Codes/Themes Between Questions: Rhythmic Precision 
Codes Question Topic Student Student Faculty Graduate Observations 
Interviews Focus Interviews Interviews 
Groups 
Rhythm- General impact X X X X 
Synchronizing on skills 
Solidify the Targeted skills X 
rhythm 
Rhythm Most developed X X X 
- Targeted skills 
Rhythm and genre Level of X 
challenge 
Speaking text in A cappella I X 
rhythm accompanied 
Internalizing Targeted skills X X 
rhythm 
Rhythmic drive Targeted skills X 
without piano 
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Table AB25 
Interview and Observation Codes/Themes Between Questions: Group Experience 
Codes Question Topic Student Student Faculty Graduate Observations 
Interviews Focus Interviews Interviews 
Groups 
Connection to Warm-ups X 
group 
Ensemble General impact on X X X 
experience skills 
-Human 
response to the 
voice 
Cooperation Targeted skills X X X 
Ensemble A cappella I X 
experience accompaniment 
Role in the Philosophical X 
group 
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Table AB26 
Interview and Observation Codes/Themes Between Questions: Tonal Memory 
Codes Question Student Student Faculty Graduate Observations 
Topic Interviews Focus Interviews Interviews 
Groups 
Tonal memory General X X X 
impact on 
skills 
Remembering Targeted X 
how a pitch feels skills 
Tonal memory Most X X X X X 
developed 
- Targeted 
skills 
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Table AB27 
Interview and Observation Codes/Themes Between Questions: Musical Expressivity 
Codes Question Topic Student Student Faculty Graduate Observation 
Interview Focus Interview Interviews 
Groups 
Musical Levelofchallenge X X X 
expressivity 
-Phrase shaping 
-Dynamics 
-Awareness of 
stylistic techniques 
Musical General impact on X X 
expressivity skills 
Musical Most developed X X X 
expressivity -Targeted skills 
Balance A cappella/ X 
accompaniment 
Balance General impact on X 
skills 
Expressive Targeted skills X 
Contrast depends 
on singer 
Communication Targeted skills X 
with audience is 
essential 
Phrasing Philosophical X 
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Table AB28 
Interview and Observation Codes/Themes Between Questions: Arranging and 
Improvising 
Codes Question Topic Student Student Faculty Graduate 
Interviews Focus Interviews Interviews 
Groups 
Arranging/ General impact on X 
skills 
Improvise Targeted skills X 
Improvisation Most developed X 
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Observation 
Table AB29 
Interview and Observation Codes/Themes Between Questions: Learning Process 
Codes Question Topic Student Student Faculty Graduate Observations 
Interviews Focus Interviews Interviews 
Groups 
Cognition Targeted skills X 
increased 
Different way of General impact X 
learning on skills 
Learning styles Importance for X 
-A cappella v. teachers-in-
accompanied training 
Proper Modeling Importance for X X 
teachers-in-
training 
Student-focused Ideal learning X 
environment 
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Table AB30 
Interview and Observation Codes/Themes Between Questions: The Role of the Piano 
Codes Question Topic Student Student Faculty Graduate Observation 
Interviews Focus Interviews Interviews 
Groups 
Piano Warm-ups X X 
Piano Philosophical X 
Take the piano A cappella I X 
away early accompaniment 
446 
Table AB 31 
Interview and Observation Codes/Themes Between Questions: Dissenting Opinion 
Codes Question Student Student Faculty Graduate Observations 
Topic Interviews Focus Interviews Interviews 
Groups 
Dissenting opinion Level of X X X 
-Depends on the challenge 
group 
-Depends on style 
-Only in the learning 
process 
-Not rh hm 
Dissenting opinion Knowledge of X 
-Related to genre, styles 
not a cappella 
Dissenting Opinion Importance X 
-Not more for teachers-
challenging than in-training 
accompanied 
singing 
Impact on skills General X 
-Not exclusive to a impact on 
cappella skills 
-Directors' 
res onsibili 
Opposing View Targeted X 
-Only intonation skills 
unique to a cappella 
Opposing view Reinforces X 
-Not unique to a cap lessons 
447 
Table AB32 
Interview and Observation Codes/Themes Between Questions: Genre-specific References 
Codes Question Topic Student Student Faculty Graduate Observation 
Interviews Focus Directors Interview 
Groups Interview 
More chamber groups Ideal learning X 
-Traditional a cappella environment 
More challenging Ideal learning X 
repertoire environment 
-Traditional 
Traditional General impact X X 
on skills 
Autonomy of Ideal learning X 
contemporary groups environment 
Contemporary General impact X 
on skills 
Contemporary: Ideal learning X X 
Institutional and environment 
faculty support 
-Practice and 
performance venues 
-Faculty mentors 
-Visibility 
-Financial 
Contemporary: Ideal learning X X 
Promotional tool for environment 
music curriculum 
Traditional and Importance for X 
contemporary teachers-in-
training 
Genre Graduates' X 
Prior participation- teaching a 
use in teaching cappella 
-Traditional 
-Contem ora 
Course in a traditional Ideal learning X 
and contemporary a environment 
cappella 
448 
Table AB33 
Interview and Observation Codes/Themes Between Questions: Curriculum-related 
References 
Codes Question Topic 
Minimum of two Ideal learning 
semester mandated environment 
for instrumentalists 
Vocal and Importance for 
Instrumental teachers-in-
-Discrepancy training 
between vocal and 
instrumental 
students in 
teaching 
Student Student 
Interviews Focus 
Groups 
X 
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Faculty 
Interviews 
X 
X 
Graduate 
Interview 
X 
Observation 
Table AB34 
Faculty Directors and Students ' Ranking of Targeted Musical Skills 
Please rank the following musical skills in order from most developed to least developed as a result of a 
cappella singing: (1 =most developed, 6 = least developed). Note: numbers may be used only once. 
Intonation Tonal Sight Vocal Musical Rhythmic 
Memory Singing Range/ Expressiveness Precision 
Flexibility 
Traditional 
Rating Average - 4.70 3.83 4.11 4.10 4.33 4.13 
Faculty Directors 
Rating Average - 4.08 3.14 3.85 4.38 3.72 3.19 
Students 
Contemporary 
Rating Average - 3.50 4.22 3.78 2.70 3.64 2.55 
Faculty Directors 
Rating Average - 4.24 3.32 3.90 2.55 3.74 3.28 
Students 
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Table AB35 
Faculty Directors and Students' Rating of Sources of Musical Development 
Please rate the following sources of musical training to the degree that each contributes to the development of 
students' musical skills: (1 = lowest, 5 = highest). Note: The same rating may be use for more than one row. 
Rating 
Average-
Faculty 
Directors 
Rating 
Average-
Students 
Traditional Contemporary Accompanied Applied Applied Instrumental Music 
A A Cappella Ensemble Vocal Instrumental Ensemble Theory 
Cappella Ensemble Singing Lessons Lessons Playing Class 
Ensemble 
4. 70 3.83 4.11 4.10 4.33 4.13 4.00 
4.08 3.14 3.85 4.38 3.72 3.19 3.84 
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